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ABSTRACT 
Noye's Fludde is an unusual intergenerational opera by Benjamin Britten. 
Professional adults and amateur children together sing and play this adaptation 
of the Chester Mystery Play. The audience participates by singing three hymns 
with the cast. The resulting community experience is a lovable work for children 
and also a well-crafted work of twentieth century music. Passacaglia, 
polytonality, dodecaphony, and the influence of Japanese Noh drama and 
Balinese gamelan all link this work to the rest of Britten's oeuvre. It is powerful a 
powerful tool for music education and faith formation. 
American performances have declined steadily since the 1970s. The score 
is still quite useful, but some requirements, such as the recorder section, are 
increasingly difficult for contemporary productions to fulfill. Because Noye's 
Fludde is a unique learning and faith experience, this study advocates more 
viii 
frequent productions by a variety of American institutions, even if adaptations 
are necessary. 
A biographical sketch of Britten is followed by a chapter introducing 
Noye's Fludde, including the roots of the libretto, musical influences, reception, 
and performance history. Chapter three provides analysis of the opera, first by 
examining the central role of the hymns as motivic generators for the entire 
work. Tonality in large and small dimensions, the influences of Britten's recent 
trip to Asia, and his fondness for repetitive forms (passacaglia, theme and 
variations, canon) are analyzed next. Chapter three concludes with a Julius 
Herford-style structural analysis. 
Britten scored flexibly, allowing local communities to adapt as needed. 
Chapter four addresses the hesitation that potential conductors may feel about 
modifying or adapting the work. By observing the score, his alterations during 
Noye 's Fludde and similar circumstances throughout his career, and his important 
Aspen speech of 1964, this study demonstrates that adaptations to casting or 
scoring are appropriate and were expected by Britten. The closing chapters 
provide a practical guide to Noye's Fludde. Because of the variation in skill levels 
involved, the technical requirements of each vocal and instrumental part are 
IX 
outlined in chapter five. Chapter six offers strategies for rehearsal and teaching 
the opera. 
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PROLOGUE 
I first conducted Benjamin Britten's Noye's Fludde in spring 2013 in 
Westwood, Massachusetts. Halfway through the first rehearsal of the 
professional orchestra, the violist had a question. She was a freelancer, and it was 
the first time she had worked with me or played this score. She noted that we 
had played two hymns, several recitatives, and a march she thought was Kurt 
Weill-esque. She asked, "Is this a passion or a farce?" The question, born from 
brief experience and limited perspective was odd, but Noye's Fludde is also an 
oddity. Variously referred to as church opera, pageant, children's opera, miracle 
play, and community opera, the work is as memorable as it is hard to categorize. 
In general concept, there had been predecessors (Kurt Weill and Aaron Copland) 
and imitators (Malcolm Singer and Bruce Trinkley). In Britten's career, Noye 's 
Fludde was the ·end of one series (The Little Sweep, Saint Nicolas) and the beginning 
of another (Parables for Church Performance). It also resides at the juncture of 
sacred and secular, ancient and modern, amateur and professional. 
Since its premiere in 1958, several scholars have examined Noye's Fludde 
and sometimes grouped it with other children's works (Sinclair, 1997) or other 
sacred dramas (A. Lewis Martin, 1975). One master's thesis (Peter Martin, 1969), 
and one doctoral dissertation (Winter, 1990), have taken Noye's Fludde as their 
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primary subject. Of all these, Winter's study is the most substantial but is now 
nearly a quarter-century old. Furthermore, all of the above studies were 
completed before Britten's letters and diaries were published. These six volumes 
of primary source material inform all recent Britten scholarship and surely help 
motivate a fresh examination of Noye's Fludde. 
Since the 1990s, documented American performances of Noye's Fludde 
have declined sharply. Why? Although never as numerous as in England, 
American productions were frequent in the 1960s and 1970s. Although the score 
grows older, some of Britten's other works have gained popularity as time goes 
on, and royalties paid to his estate have increased since his death. 1 During the 
same period, performance of sacred material by public institutions, especially 
schools, has become less frequent. Attendance at mainline Protestant churches, 
the largest producer of Noye's Fludde in America, has declined and congregations 
have become smaller.2 A proliferation of congregations that worshiped in so-
1 Janis Susskind, managing director of Boosey & Hawkes, cites a 30% rise 
between 2007 and 2011. Charlotte Higgins, "Benjamin Britten at 100-Time for a New 
Appraisal?" The Guardian, Jan. 13; 2013, accessed April3, 2014, 
http://www.theguardian.com/music/2013/jan/13/benjaimin-britten-100-new-appraisal. 
2 Many studies demonstrate a trend of congregations shrinking in number along 
generational lines, showing that the oldest living generations are most likely to attend 
church services and that members of the youngest generation increasingly identify as 
non-religious. The most recent major study is cited here. Pew Research Center, "Religion 
3 
called "contemporary" styles meant fewer churches regularly used orchestral 
instruments or even an organ. Trends in music education evolved, too. The 
quality or even existence of school music curricula varies greatly from district to 
district, and those American schools that do teach recorder, for example, largely 
teach it as a pre-band instrument for young elementary students. As a result, 
there are fewer institutions with the number and variety of young singers and 
instrumentalists required to produce Noye's Fludde. 
Increasingly, churches or other organizations may have to collaborate and 
adapt Britten's score to suit the needs of their community. The composer himself 
spoke about the dual nature of adaptation in Noye's Fludde: "Whereas it would be 
silly to make impossible performances where some of the more exotic 
instruments (handbells, bugles, amateur viola or double bass, etc.) were not 
available, I feel that the work loses its point unless it is played by a fairly full 
complement."3 
As a church musician, I had to ponder where my own production might 
fit on Britten's scale between "less exotic" and "losing the point." In fact, our 
Among the Millenials," Feb. 17, 2010, accessed April27, 2014, 
http://www. pewforum.org/201 0/02/17 /religion-among-the-millennials/. 
3 Philip Reed and Mervyn Cooke, eds., Letters from a Life: the Selected Letters of 
Benjamin Britten, vol. 5 (Woodbridge, Suffolk: Boydell Press, 2010), 55-56. 
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three-church collaboration did not have amateur viola or double bass. Although 
Britten only spoke of instrumentation (his letter was a discussion about making a 
reduced score), the number of vocal parts was also a challenge for our Westwood 
production. Our community craved this type of intergenerational production. 
We had previously tried to create such an experience by incorporating our 
children' s choir into Gian Carlo Menotti's Amahl and the Night Visitors. We had a 
small, hearty group of children, but not ten teenage soloists, fifty young animals, 
or a dozen instrumentalists. Furthermore, we did not wish to neglect the 
members of the adult choir. By collaborating with two other churches, we were 
able to cast and perform Noye's Fludde in a manner that did justice to Britten's 
concept. Although I had to cast adults in some roles that were written for 
children, the resulting experience was tremendously valuable for both our 
children and our adults. The benefits far outweighed those of our previous major 
works, which were normally undertaken by youth or adults instead of by both 
working together. 
This singular work was composed by a twentieth-century master for 
children but without abandoning his mature style, and it still has great value to 
American institutions, especially churches, in the twenty-first century. Child-
centered yet intergenerational, Noye 's Fludde is a lived experience that can help 
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link young performers to serious art music and twentieth-century techniques. In 
the church, it also immerses children in hymnody, faith formation, and 
community ritual. Furthermore, the composer designed the work for a specific 
population but wanted it flexible enough to be adaptable to other communities. 
This dissertation therefore advocates more frequent American productions of 
Noye's Fludde by illustrating its artful design, demonstrating its relation to the 
rest of Benjamin Britten's oeuvre, investigating the original performers and 
Britten's view of adaptation, and providing a practical guide to the preparation 
of Noye's Fludde. 
A biographical sketch of Benjamin Britten is followed by a chapter that 
outlines the musical influences, historical roots, reception, and performance 
history of Noye's Fludde. Chapter three's analysis is centered on Britten's formal 
designs, such as passacaglia, theme and variations, and canon, as well as the 
central role of the three hymns as motivic generators for the opera. The analysis 
concludes with a structural analysis in the style of Julius Herford. Chapter four 
addresses the hesitation that potential conductors may feel about modifying or 
adapting the work. By observing the score, his alterations during Noye's Fludde 
and similar circumstances throughout his career, and his important Aspen 
speech of 1964, this study demonstrates that adaptations to casting or scoring are 
6 
appropriate and were expected by Britten. The closing chapters provide a 
practical guide to Noye's Fludde. Because of the variation in skill levels involved, 
the technical requirements of each vocal and instrumental part are outlined in 
chapter five. Chapter six offers strategies for rehearsal and teaching the opera. 
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CHAPTER ONE: 
BIOGRAPHICAL SKETCH OF BENJAMIN BRITTEN 
Edward Benjamin Britten is not an obscure figure in music history. 
Compared to other musicians of the twentieth century, details of his life are 
plentiful and largely accessible. He kept diaries in his youth and was an avid 
writer of letters throughout his life. A habitual collector, he organized his 
juvenile compositions and numbered the full scores in his personal library as he 
received them. Despite his wide-ranging travel, he maintained a home in 
Aldeburgh for most of his career, which eventually became a center of 
scholarship and research. The Britten-Pears Library grew out of his relationship 
with tenor Peter Pears, with whom he shared an artistic and domestic 
partnership. Pears outlived Britten by a decade, and thus oversaw the collection 
and protection of the composer's papers and documents. The recent centenary of 
the Britten's birth has brought renewed attention to his life and work. The 
following biographical sketch will highlight influences important to the current 
study and use his works (which totaled nearly 100 opus numbers, plus many 
fragments, minor works, and juvenilia) as chronological markers. 
The superficial details of Britten's birth, much noted by scholars, are 
8 
accidents of history that look symbolic in hindsight. He was born on St. Cecilia's 
Day, the feast day of the patron saint of art and music. Author and filmmaker 
John Bridcut (whose work studying Britten's association with children will be 
quoted often in this study) finds the year 1913 symbolic. Appropriately for one 
who would affect the trajectory of opera in his own century, Britten was born in 
the centennial year of the greatest opera composers of the previous century, 
Wagner and Verdi.4 Donald Mitchell (the composer's chosen biographer, who 
edited and published his letters, diaries, and photographs), discovered that Edith 
Britten expected, perhaps fancifully, that her son would become the "fourth B" 
after Bach, Beethoven, and Brahms.5 Dennis Shrock, author of Choral Repertoire, 
judged that Britten achieved that goal with War Requiem (1962),6 earning a place 
alongside the Mass in B minor, Missa solemnis, and Ein deutsches Requiem? By the 
evening of Britten's fiftieth birthday, he had become such an important national 
figure that an evening tribute program on BBC television was broadcast as 
4 John Bridcut, Essential Britten (London: Faber and Faber, 2012), 54. 
5 Donald Mitchell and Philip Reed, eds., Letters from a Life: Selected Letters and 
Diaries of Benjamin Britten, vol. 1 (London: Faber and Faber Music, 1998), 12. 
6 Publication information for all cited works of Britten is listed in Appendix D. 
7 Dennis Shrock, Choral Repertoire (New York: Oxford University Press, 2009), 
695. 
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planned, despite the breaking news of John F. Kennedy's assassination in Dallas.8 
Britten was born the youngest child of a family of six from Lowestoft, on 
the English Suffolk seacoast. 9 His father, a dentist, did not allow a gramophone 
in the house; thus all household music was live and participatory.10 Although the 
young Britten would later delight in records at a local music shop and at school, 
as a composer he claimed a disdain for recorded performances that persisted late 
into his life.11 His early music-making was especially encouraged and facilitated 
by his mother, an amateur singer and pianist from a musical family. Wagner was 
a favorite of Mrs. Britten and she required her son to play Siegfried Idyll from 
score on a regular basis.12 
Formal Education 
Britten's early schooling was close to home. Like his siblings, he attended 
8 Bridcut, Essential Britten, 76-77. 
9 The details of Britten's childhood are drawn from multiple sources, the three 
most prominent of which are Humphrey Carpenter, Benjamin Britten: A Biography (New 
York: Charles Scribner's Sons, 1992); John Bridcut, Essential Britten; and Beth Britten, My 
Brother Benjamin, rev. ed. (London: Faber and Faber, 2013). 
10 Beth Britten, 51. 
11 Benjamin Britten, On Receiving the First Aspen Award (London: Faber and Faber, 
1964), 20. 
12 Mitchell and Reed, Letters, vol. 1, 13. 
10 
a pre-preparatory school just down the road, where Miss Ethel Astle became his 
first formal piano teacher.13 In 1922, he became a day-boy at South Lodge 
Preparatory School in Lowestoft, described by his sister as "just down the hill 
from our house."14 He studied piano and viola, and composed whenever he 
could, but he was not a musical recluse: at age thirteen he was made head boy 
and captain of cricket, and the next year named Victor Ludorum (the top athlete in 
his class). In a pivotal moment, at the age of ten, he heard the orchestral suite The 
Sea by Frank Bridge and was profoundly affected by the music ("knocked 
sideways", as he put it).15 With a schoolboy's enthusiasm, he composed some 
massive scores whose extensive orchestration made any live performance 
unlikely.16 Three years after he first heard The Sea, his viola teacher introduced 
Britten to Frank Bridge, who agreed to take him on as a student. In his first year 
as Bridge's pupil, his study of Ravel and Debussy yielded Quatre chansons 
Jranr;aises (1928). Britten set short texts of Victor Hugo and Paul Verlaine in this 
13 Beth Britten, 37. 
14 Ibid., 48. 
15 Benjamin Britten, "Britten Looking Back," London Sunday Telegraph, Nov. 17, 
1963, quoted in Paul Kildea, ed., Britten on Music (Oxford: Oxford University Press, 
2003), 250. 
16 Bridcut, Essential Britten, 233. 
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orchestral song cycle, which he never heard played. It has been recorded since 
his death, and contemporary critic Alex Ross calls "not only amazingly 
accomplished in technical terms but disconcertingly mature in theme."17 This 
surprising early piece was finished during his last term at South Lodge. 
In 1928, he moved on to Gresham's boarding school in Norfolk. Britten 
disliked the music master of his new school and hated being away from his 
family. 18 He opted out of cadet training (an early hint of his later pacifism) and 
made frequent trips to London to study with Bridge. At Gresham's, he was first 
exposed to plainsong, which would become central to many of his works, 
especially the three Parables for Church Performance.19 He continued to compose 
a great deal for his age; one source cites one hundred works by the time he 
turned fourteen. 20 Britten carefully collected most of his juvenilia and later used 
some for thematic material in his Simple Symphony (1934). Not all of this early 
17 Alex Ross, The Rest is Noise: Listening to the Twentieth Century (New York: 
Farrar, Straus and Giroux, 2007), 415. 
18 Mitchell and Reed, Letters, vol. 1, 96-97 and 103. Letter 10 and its first note 
particularly demonstrate Britten's disregard for music master Walter Greatorex; Letter 
12, to his mother, provides evidence of a homesick student, including the phrase "I still 
think of you, every second of my life." 
19 Graham Elliot, Benjamin Britten: The Spiritual Dimension (Oxford: Oxford 
University Press, 2006) provides a detailed examination of plainsong and hymnody in 
Britten's compositions. 
20 Shrock, 695. 
12 
work was forgettable: A Hymn to the Virgin (1930), composed by the sixteen-year-
old from his sick bed at Gresham's, was sung at his funeral decades later and is 
still popular in the new century.21 
In 1930, Britten won a scholarship to the Royal College of Music in 
London, where he was similarly dissatisfied.22 His teachers there did not inspire 
him much, although the effect of John Ireland's lessons in strict counterpoint is 
evident in Britten's later fondness for fugues and passacaglias. His letters and 
diaries from this time reveal a mixed attitude toward his studies, but he often 
spoke negatively of his RCM experience in later life, and his real work continued 
with Frank Bridge.23 During his student years, Britten had only one piece 
performed at the RCM: Sinfonietta (1932), later designated as his Opus 1.24 
Sinfonietta' s instrumentation of string quintet plus wind quintet would 
21 A perfunctory search on allmusic.com yields more than seventy-five compact 
disc recordings of Hymn to the Virgin from the 1990s to 2013. Accessed March 15, 2014, 
http://www.allmusic.com/composition/a-hymn-to-the-virgin-for-double-chorus-
mc0002354966. 
22 Mitchell and Reed, Letters, vol. 1, 131. Letter 23, note 1, includes Britten's diary 
entry for the day of the examination. 
23 Mitchell and Reed, Letters, vol. 1, 137-314. Within this large section, diary 
excerpts on pp. 179, 190, 211, and 278 provide a sample of Britten's frustration with his 
teachers and colleagues at the RCM. 
24 Britten would go back and forth on this matter for a decade, at times also 
referring to Les llluminations and A Boy was Born as his Opus 1. 
13 
eventually feature prominently in his chamber opera ensembles. He started to 
receive some attention in his final years of formal schooling and the transitional 
years following: the Phantasy quintet (1932) and choral variations A Boy was Born 
(1932) were broadcast on the BBC; some early works (Simple Symphony, Friday 
Afternoons, A Hymn to the Virgin) were published and would sell well in the 
school and church music markets.25 
The Young Professional Composer 
The year 1934 was a transitional one for Britten: he graduated from the 
Royal College of Music and it was the year in which his father died. His mother 
continued to exert powerful influence over her son, dissuading him from 
studying with Alban Berg.26 Prominent English composers Delius, Holst, and 
Elgar all died that year; Ralph Vaughan Williams remained a central figure of 
English composers, but he was not a role model for Britten. In an interview 
published in Fidelity Magazine, Britten remarked, "I was frankly suspicious of 
V.W. My struggle all the time was to develop a consciously controlled 
25 Paul Kildea, Selling Britten: Music and the Marketplace (Oxford: Oxford 
University Press, 2002), 27, 39. 
26 Benjamin Britten, interview with Charles Reid, High Fidelity Magazine (Dec. 
1959); quoted in Kildea, Britten on Music, 171-172. 
14 
professional technique. It was a struggle away from everything Vaughan 
Williams seemed to stand for." 27 Mozart and Verdi became important influences, 
as he spent substantial time on the continent absorbing opera.28 Before he would 
become an opera composer, though, a job offer affected his career and 
developing style. 
Britten was commissioned to score a documentary film for the General 
Post Office Film Unit (The King's Stamp, in 1935).29 Two dozen film assignments 
followed, for which he learned to score deliberately for small forces. Similarly, 
the rigid prescriptions of time (both the precise span of the music and the short 
period granted for its composition) made demands on his growing technique. 3D 
The film work, along with projects for radio and stage plays, became a practical 
study in composition that developed his creativity and flexibility to write to 
order.31 In 1951, Britten, then a mature composer, cited the value of "trying to 
pour into these restricted bottles my best wine." He went on to champion 
27 Ibid. 
zs Bridcut, Essential Britten, 63-64. 
29 Mitchell and Reed, Letters, vol. 1, 372-373. 
30 Benjamin Britten, interviewed by Joseph Cooper on the BBC series The 
Composer Speaks, recorded May 30, 1957, quoted in Kildea, Britten on Music, 149-150. 
31 Benjamin Britten, Talks for Sixth Forms, recorded for the BBC Oct 15, 1946, 
quoted in Kildea, Britten on Music, 63. 
15 
occasional music that had a specific event or performers in mind. 32 His last film 
score for the BBC, The Young Person's Guide to the Orchestra (1945), was a 
fundamentally different kind of project. This educational work, a decade after his 
incidental music for the GPO, became one of his most popular works. 
The GPO Film Unit work also put him in direct contact with W. H. Auden, 
who became a collaborator (Paul Bunyan, 1941; Hymn to Saint Cecilia, 1942) and a 
direct influence on Britten.33 Ross maintains that Auden "made it his mission to 
bring Britten out of his shell, socially, sexually, and intellectually."34 When's 
Britten's mother died in 1937, it was Auden whose "crucial and influential 
friendship," in Mitchell's phrase, filled some of the authoritative role that Edith 
Britten had previously exerted over her son.35 The assertions by Mitchell and 
Ross are sustained by the nature of Britten's next five years: itinerant, 
exploratory, and away from the familiar routines of school and home. 
Auden emigrated to the United States and the composer soon followed; 
Britten himself was quite unsure whether his North American travel was merely 
32 Benjamin Britten, speech to the Council of Lowestoft, July 28, 1951, quoted in 
Kildea, Britten on Music, 109. 
33 Benjamin Britten, High Fidelity interview; quoted in Kildea, Britten on Music, 
172. 
34 Ross, 417. 
35 Mitchell and Reed, Letters, vol. 1, 17. 
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an extended visit or a permanent move.36 Although he mentioned the possibility 
in letters to his family, he never took American citizenship as Auden did.37 The 
poet and his intellectual circle would soon cease to be the primary influence in 
Britten's life, though, and were supplanted by Pears. 
The American Period 
In April1939, Britten and Pears left for the United States as colleagues 
fleeing the prospect of war in Europe. They met through mutual friends in 
musical circles and had shared a flat in London. Britten first composed a role for 
Pears (in The Company of Heaven, a radio cantata) in 1937, at about the same time 
that he wrote a tribute to his mentor (Variations on a Theme of Frank Bridge, for 
string orchestra). Bridge met the pair at their departure in Southampton, giving 
Britten his viola; the elder composer would die before his student returned. 
Disembarking in Montreal, Britten and Pears lived and worked in Quebec, New 
York, and California. Particularly after the onset of World War II that fall, they 
benefited from the hospitality of various patrons and musicians (often recently 
displaced Europeans themselves) and were surrounded by fellow artists and 
36 Ibid., 618-619. 
37 Donald Mitchell and Phillip Reed, eds., Letters from a Life: The Selected Letters of 
Benjamin Britten, vol. 2 (Berkeley: University of California Press, 1991), 791-795. 
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thinkers. Their cabin in Woodstock, New York, was near Aaron Copland; at the 
Mayer home on Long Island, they found themselves playing chamber music with 
Albert Einstein.38 For a brief while they even shared a communal artists' house in 
Brooklyn with an odd assortment that included Auden and Gypsy Rose Lee. A 
contemporary account compared their Long Island and Brooklyn living 
arrangements: "Instead of a small, well-organized household where serious work 
could be done, [Britten and Pears] now belonged to a huge, rambling society of 
creative eccentrics, living in varieties of squalor."39 This arrangement sharply 
contrasts Britten's domestic life in every other period; the American period was 
an outlier. 
Britten composed prolifically during his years in North America. He also 
appeared as pianist occasionally (his Piano Concerto in Chicago and Young 
Apollo in Toronto) and conducted an amateur orchestra, trying to provide for 
himself and help his siblings in England.40 Between 1939 and 1942, he completed 
substantial works in nearly every genre: Canadian Carnival and Sinfonia da 
Requiem are orchestral works; his Violin Concerto, Diversions, and Young Apollo 
38 Ibid., 685 and 727. 
39 Caroline Seebohrn, "Conscripts to an Age," unpublished manuscript quoted in 
Mitchell and Reed, Letters, vol. 2, 865. 
40 Mitchell and Reed, Letters, vol. 2, 921. 
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are concerto-like pieces; Les Illuminations and Seven Sonnets of Michelangelo are 
song cycles; Paul Bunyan is an opera; and AMDG is an unaccompanied choral 
work. 
In his introduction to the first volume of Letters from a Life, Mitchell notes 
how these orchestral, choral, and opera works were not largely successful until 
later in Britten's career. "The picture we had of his pre-war works was a partial 
one. A handful of pieces are well-known, but major scores [ ... ] and other 
essential works from the thirties and forties, especially from the American 
years-Paul Bunyan, for example-have only recently come to public notice."41 
The recent notice cited by Mitchell in 1998 has increased through the efforts of 
the Britten-Pears Foundation and the centennial celebrations. While he was in 
America, though, only three of his works were heard in England-where very 
little was normal in those years. Resentment toward Britten, Pears, and other 
artists who had left before the war may have contributed to the lack of 
performances.42 Sinfonia da Requiem had an odd gestation, including rejection by 
those who commissioned it, which largely overshadowed the work itself. The 
choral work AMDG was withdrawn by the composer, its opus number given 
41 Mitchell and Reed, Letters, vol. 1, 22. 
42 Mitchell and Reed, Letters, vol. 2, 873. 
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away, and Paul Bunyan was deemed a disappointment until its revision thirty 
years later. Even the violin concerto met with a cool response in England until 
the 1960s.43 Les Illuminations, however, was received warmly on both sides of the 
Atlantic,44 as were the Michelangelo Sonnets when they were first performed in 
1942.45 Emerging from this reception was a bias that would follow Britten for a 
time: his vocal works were superior to his other compositions.46 The composer 
himself later referred to the sonnets as the "principal work" of his American 
years.47 
Return to England; Britten's Golden Era 
During his restless American period, Britten made a few initial forays into 
English subjects that became lifelong fascinations: he started editing and 
arranging works of Purcell, as well as arranging English folksongs- both of 
43 Bridcut, Essential Britten, 238. 
44 Mitchell and Reed, Letters, vol. 2, 782 and 1003. 
45 Ibid., 1076-1079. 
46 Mitchell and Reed, Letters, vol. 1, 66 n 26. From Donald Mitchell's introduction: 
"One of the reasons why these works [the violin and piano concertos] were written off 
was because of the received wisdom that Britten's real strength rested only in his vocal 
music. The rest could be safely disregarded." 
47 Benjamin Britten, BBC interview broadcast July 7, 1957, quoted in Kildea, 
Britten on Music, 151. 
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which would occupy a place on his desk and the Britten/Pears recital programs 
for decades to come. A poem by George Crabbe about a Suffolk fisherman 
named Peter Grimes, which the pair discovered in California by way of a 
magazine article by E.M. Forster, sparked an operatic idea and confirmed their 
desire to return home to England.48 When passage across the Atlantic was finally 
secured (not an easy task in 1942), Britten had a burst of creativity on the voyage: 
he composed most of A Ceremony of Carols, made initial plans for Peter Grimes, 
and reconstructed Hymn to Saint Cecilia after the border agents confiscated the 
original. Britten and Pears, now partners, would continue to tour the world 
giving performances. From then on the Suffolk seaside would forever be their 
home, however, and the sea itself a major source of inspiration in Britten's work. 
Just after their arrival in the spring of 1942, a music administrator at the 
BBC heard Britten and Pears play through several of the recent works and 
responded, "My whole impression is that during the last couple of years Britten 
has grown greatly in stature as a composer and has now found a simple 
individual and clear cut style. With his extraordinary technique one looks for 
48 Although Britten and Pears often repeated this story, recent authors contend 
that they clearly had further self-preserving (and pacifist) motivations for returning. See 
Brian McMahon, "Why Did Britten Return to Wartime England?" in Benjamin Britten: 
New Perspectives on His Life and Work, ed. Lucy Walker (Woodbridge, Suffolk: Boydell 
Press, 2009), 17 4-185. 
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most important if not great things from him in the future." 49 Indeed, his return to 
England began a productive period that included many of his most enduring 
works. Along with the two choral works completed on his Atlantic crossing, 
Rejoice in the Lamb (1943), Serenade for tenor, horn; and strings (1943), Peter Grimes 
(1945), and The Young Person's Guide to the Orchestra are among his most popular 
works today. Each has an English libretto or, in the case of The Young Person's 
Guide, an English composer's theme. 
Despite the prescient judgment of the BBC administrator, the return of 
Britten and Pears to a besieged homeland was no simple matter. Although they 
had received official advice to stay in America where they could work and send 
money to family in England, they certainly faced distrust upon their return. 5° 
Britten's publisher Ralph Hawkes wrote, "We are going to have difficulty in 
getting performances of your works and caustic comment has been passed on 
your being away."51 Such shunning was not the greatest risk that Britten and 
Pears faced, as demonstrated by the imprisonment of fellow composer, pacifist, 
49 Julian Herbage, BBC internal memo, April23, 1942, quoted in Mitchell and 
Reed, Letters, vol. 2, 653. 
50 Mitchell and Reed, Letters, vol. 2, 868. 
51 Ibid., 870. 
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and homosexual Michael Tippett.52 In August 1942, Britten won a favorable 
ruling from his tribunal, which granted him conscientious objector status and 
exempted him from even non-combatant wartime duties. 53 He and Pears (whose 
exemption came weeks later) carried on with their work, giving recitals around 
England under the auspices of the Committee to Encourage Musical 
Appreciation and continuing to work on the opera based on Crabbe's poem. 
Opera and Aldeburgh 
In 1945, Peter Grimes, commissioned by Serge Koussevitzky for 
Tanglewood (but premiered in England), garnered critical and popular acclaim, 
and Britten had created a role for himself that would last the rest of his career. 
"For thirty years writing operas has been my main musical occupation," he said 
in 1972, and the English opera tradition, dormant for decades or centuries, had a 
new champion.54 After the success of Peter Grimes, Britten sought new directions 
for English opera; he contemplated opera in the chamber dimension, productions 
52 Tippett's tribunal process began in February 1942, before Britten and Pears had 
returned from North America. He was imprisoned in 1943, after their exemptions. 
53 Carpenter, 176. 
54 Benjamin Britten, introduction to Anthony Gishford, ed., Grand Opera (London: 
Weidenfeld & Nicholson, 1972), quoted in Kildea, Britten on Music, 347. 
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with relatively small casting and instrumentation that could fit into smaller 
venues such as village churches. A few practical matters locked Britten into this 
course: there were only a small number of companies and opera houses in 
England, and a disagreement with the management at the Sadler's Wells Opera 
Company seemed to block him from that theater after Peter Grimes.55 
Glyndebourne Festival Opera sponsored a tour of his first chamber opera, The 
Rape of Lucretia (1946); however, it was poorly attended, and Glyndebourne 
quickly lost interest in further collaboration. 56 These developments motivated 
Britten and his friends to create the English Opera Group in 1947. The fledgling 
company of singers, producers, and composer endured slender resources to 
produce works like Lucretia, Albert Herring (1947), and The Beggar's Opera (1948). 
The demand for English Opera Group performances at European festivals led the 
exhausted participants to muse about creating their own, local festival, and so 
the Aldeburgh Festival was bornP 
Aldeburgh became the center of Britten and Pears' lives. They moved to 
Crag House on the Aldeburgh coast in 1947, and the first festival was held the 
55 Bridcut, Essential Britten, 70. 
56 Ibid., 71. 
57 Carpenter, 252. 
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following summer. Jubilee Hall, the primary venue for the festival, was only a 
few doors away from Crag House, and Britten would ultimately premiere seven 
operas at the Aldeburgh Festival. 58 
Although Britten never restricted himself solely to opera, those projects 
seemed to determine the composer's calendar. The operas, with their fixed 
deadlines, often required a year or more to complete, alongside which all the 
other composing and touring were worked out. He returned to large-scale opera 
with Billy Budd (1951) and Gloriana (1953) at Covent Garden, but Britten also 
pushed opera in new directions (for example, chamber size, for children, by 
children, without a conductor, for performance in churches, for television, with 
mute characters), while maintaining a more conservative and tonal outlook than 
Igor Stravinsky or the radicals of the Darmstadt School.59 Britten's self-
identification as "an opera composer" is emphasized by the major projects near 
the end of his life: he delayed heart surgery until Death in Venice (1973) was 
58 The Little Sweep, 1949; Noye's Fludde, 1958; A Midsummer Night's Dream, 
1960; Curlew River. 1964; The Burning Fiery Furnace, 1966; The Prodigal Son, 1968; 
Death in Venice, 1973. 
59 Philip Rupprecht, "Britten and the Avant-Garde in the 1950s," in Rethinking 
Britten (Oxford: Oxford University Press, 2013), 131-155, details Britten's responses to 
Darmstadt and the manner in which he integrated various forms of serialism in his own 
idiom. 
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completed, and in 1974 he undertook a revision of his first operatic attempt, Paul 
Bunyan. 
Music for Use 
Britten wished to know his performers. Often, in the song cycles and 
folksongs, the performers were Pears and he. Besides becoming one of the era's 
great collaborative pianists, Britten conducted occasionally, still considered 
himself a violist, sang (if not expertly) in choirs, and with Pears was an 
enthusiastic amateur recorder player.60 All these varied experiences as a 
performer informed his personality as a composer and an orchestrator: "One 
cannot escape the thought that [ ... ] the composer seats himself at the player's 
desk and imagines what he himself would do if he had the technical ability-or 
lack of it-of the player."61 The Aldeburgh Festival often served as an annual 
gathering of those who would become significant musical partners. He said in 
1967: 
I don't think I ever write an opera without knowing before I start 
who is going to sing the roles. That goes for all the other music I 
write, too; I am most completely and hopelessly committed to the 
60 Bridcut, Essential Britten, 173-184, provides documentation of Britten's activities 
as conductor, instrumentalist, singer, and pianist. 
61 Andrewes, 38. 
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people I write for. For me, personally, it is important to know 
whether Rostropovich or Dennis Brain or Julian Bream or any of 
the marvelous singers that I've had the honor to write for will be 
performing my music. I like to have their particular voices, their 
fingers, their harps, their lutes, in my mind when I write for them.62 
The hornist Dennis Brain inspired Serenade for tenor, horn, and strings. 
Guitarist Julian Bream supplanted Britten's piano for arrangements of lute 
songs with Pears. In the 1960s and 1970s, Mstislav Rostropovich 
motivated Britten to composer five works for cello; his wife, soprano 
Galina Vishnevskaya, also inspired a role and a song cycle. Of course, 
Pears remained a muse throughout their life together, and song cycles and 
folk song arrangements written for his voice were abundant. He wrote 
canticles and cantatas for other veterans of the English Opera Group (for 
example, Kathleen Ferrier in Canticle II: Abraham and Isaac in 1952). 
Dietrich Fischer-Dieskau inspired roles and song cycles. Britten composed 
choral and stage works were written for favorite groups such as the 
trebles of Westminster Cathedral and the Vienna Boys Choir (Missa Brevis 
in D of 1959 and The Golden Vanity of 1966, respectively.) 
Young musicians were always important to Britten, as evidenced by the 
62 Ruby Mercer, "An Interview with Benjamin Britten," Opera Canada 8, no. 4 
(Dec. 1967), 12-15, quoted in Kildea, Britten on Music, 305. 
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large share of his catalogue that included children. Among these are complete 
works for young ensembles, such as the previous two, and works in which both 
young and old ensembles take part, such as A Boy Was Born, Spring Symphony 
(1949), and War Requiem (1962). Most of his operas featured one or more solo 
children. Britten wrote not only for highly-trained child soloists and exceptional 
ensembles but also for school ensembles with developing skills. In 1948, he 
composed Saint Nicolas, a cantata for school choirs and orchestra joined by a few 
professionals. Two operas (The Little Sweep, 1949 and Noye's Fludde, 1958) were 
written for children to perform alongside professional musicians, creating 
intergenerational productions that aimed to be both artistically satisfying and 
educationally rich. Such works were written with careful consideration of the 
young musician's capabilities and strengths, just as Britten always worked with a 
specific performer in mind. 
The obvious educational value of these works is clouded by Britten's 
fondness for, or perhaps improper attraction to, children. At the age of twenty-
one, he wrote, "I am lost without some children (of either sex) near me," 63 and 
the adults around Britten always knew that he had favorite children on whom he 
63 John Bridcut, Britten's Children (London: Faber and Faber, 2006), 43. 
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lavished attention, letters, and gifts.64 Most of those children, now grown, 
maintain that Britten never violated the bounds of propriety. Despite his age, 
they viewed him as a kindred spirit or a buddy, whereas all of them perceived 
Pears as a responsible adult.65 
A National Symbol, Internationally Renowned 
Although Britten would dryly refer to his music-making as "provincial" 
because of his home base in Aldeburgh, his circle of close acquaintances was 
international. Among composers, he had already formed close friendships with 
Aaron Copland and Colin McPhee in the 1930s. He met Dmitri Shostakovich at a 
concert in 1960 and the two shared mutual admiration for the rest of their lives. 
At the same concert Britten first encountered Rostropovich and thus began "the 
warmest and most productive friendship of Britten's later life." 66 He would 
compose five major works for the cellist in the next decade. 
Britten also never shied from traveling, and a long recital tour took him 
and Pears to Asia in 1955. The Balinese gamelan and Japanese Noh drama 
64 Carpenter, 340-352 makes these relationships central to Britten's biography. 
65 Bridcut, Britten 's Children, 196-200 is one of several examples. This thesis runs 
throughout Bridcut's book and earlier film, also titled Britten's Children. 
66 David Matthews, Britten (London: Haus Publishing, 2003), 129. 
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intrigued Britten and would continue to influence his work in direct and subtle 
ways for the rest of his career. The Prince of the Pagodas (1956), Noye's Fludde, 
Curlew River (1964), and Death in Venice all have important traces of Asian 
influence. After his first visit there in 1949, Venice became his favorite retreat. He 
chose it as the site of the premiere of The Turn of the Screw (1954) and the setting 
of his final opera. 
As his career matured, Britten the provincial composer of Aldeburgh and 
left-leaning pacifist homosexual became a national symbol. Peter Grimes found 
success as the great English opera in 1945; then, Britten received a royal 
commission in celebration of the coronation of Elizabeth II, resulting in Gloriana; 
and in the late 1950s, he was asked to write a major work for the opening of the 
new Coventry Cathedral next to the wrecked shell of the old. The premiere of 
War Requiem in 1962 was an important symbol of England's recovery from the 
wounds of battle and a grand anti-war statement.67 It was the largest occasion for 
which he would compose and conduct for the rest of his life, and the recording in 
1963 became an instant sensation, with sales exceeding 200,000 in the first year.68 
67 Heather Wiebe, Britten 's Unquiet Pasts: Sound and Memory in Postwar 
Reconstruction (Cambridge: Cambridge University Press, 2012), and her earlier 
dissertation are detailed explorations of Britten's meaning to postwar Britain. 
68 Matthews, 132. 
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From this spotlight, Britten would recede to a more private environment at the 
seaside. 
The Maltings at Snape 
The success of the Aldeburgh Festival added duties, both official and 
unofficial, to Britten's already busy life as composer and performer. Intrusion by 
tourists and festival visitors prompted Britten and Pears to move to the Red 
House a mile away; the larger home afforded more privacy but also took Britten 
further away from his beloved sea. In the 1960s the Festival itself outgrew its 
modest facilities and construction was undertaken on the Maltings at Snape. The 
largest building of the former brewery complex was rebuilt as a concert hall. 
Queen Elizabeth II officially opened the hall in 1967; Britten marked the occasion 
with a festive choral work (The Building of the House). The triumph turned to 
anguish when the hall burned down after the first night of the Aldeburgh 
Festival in 1969. The concerts proceeded with alternate venues, but the 
leadership of the Festival had to renew their fundraising efforts to rebuild the 
Maltings, after having just completed years of such activity. 
For Britten and Pears, the rebuilding meant more fundraising recital tours, 
including long journeys to the Americas and Australia. This added strain to a 
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composition schedule already disrupted by the time he spent writing "begging 
letters to millionaires and charitable foundations." 69 Britten also lost the Red 
House as his principal workplace because the overflight of American warplanes 
from a nearby airfield distracted him to the point of buying a retreat for 
composing further inland.7° These years of increased stress and obligation 
coincided with a serious health risk-Britten had often been ill throughout his life, 
but the endocarditis that was diagnosed in 1968 would cause a four-week 
hospitalization, a steady decline in health, and ultimately his death. 
After he completed Death in Venice in 1973, Britten underwent heart 
surgery and never returned to full health. His last works, however, reflect his 
strongest inspirations. No longer able to play in public, he composed works 
(Canticle V: The Death of St. Narcissus, 1974) and arranged folksongs (Lord! I 
Married Me a Wife and seven others, 1976) for Pears to perform with a new 
accompanist, harpist Osian Ellis. Sacred and Profane (1975) found Britten 
returning again to medieval English texts. The most substantial works of his final 
years are the dramatic cantata Phaedra (1975) for Janet Baker, a favorite singer, 
and his third string quartet (1975), which features one last passacaglia. His final 
69 Carpenter, 492. 
70 Bridcut, Essential Britten, 146. 
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completed work, Welcome Ode (1976), was a short cantata for Suffolk 
schoolchildren. A few weeks following his sixty-third birthday, the newly 
appointed Lord Britten of Aldeburgh died at home in the Red House. 
Pears stayed on at the Red House until his death in 1986 and was buried 
next to Britten in the churchyard at Aldeburgh Parish Church, with Imogen 
Holst nearby. The Aldeburgh Festival continues under the name Aldeburgh 
Music. The Britten-Pears School for Advanced Musical Studies trains young 
musicians in Snape, and The Maltings is still the premiere hall for musical 
performance in East Anglia. The Red House, including the studio, the library, the 
house itself, and a more recent archive building, is operated by the Britten-Pears 
Foundation as the international center of research into Aldeburgh's provincial 
composer. 
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CHAPTER TWO: 
INTRODUCTION, INFLUENCES, RECEPTION 
I. Introduction 
Noye's Fludde, opus 59, an opera to be performed by children and adults, is 
sung in Early Modern English and lasts about fifty minutes. Its premiere took 
place during the Aldeburgh Festival at St. Bartholomew's Church in Orford on 
June 18, 1958. 
Place in Britten's Career 
Noye's Fludde came near the end of the middle period of Britten's 
compositional career, after the war but before War Requiem. In the succession of 
his stage works, Noye's Fludde followed The Turn of the Screw (a chamber opera, 
1954) and The Prince of Pagodas (a lengthy ballet, 1956). The maritime subject 
matter was familiar ground following Peter Grimes and Billy Budd. Noye's Fludde 
was a natural successor to two works from the earliest years of the Aldeburgh 
Festival: the cantata Saint Nicolas (1948) and opera The Little Sweep (1951) also 
combined audience participation and young performers. After Noye's Fludde, he 
worked at creating a new genre that combined elements of Japanese Noh drama 
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with plainsong (three Parables for Church Performance, spread throughout the 
1960s), of which Noye's Fludde was a clear precursor. He was fascinated with 
medieval English texts throughout his career, from A Boy was Born (1932) to 
Sacred and Profane (1975). Thus, several of Britten's longtime fascinations 
converge in this composition: an early antecedent of one (fusing of Eastern 
elements with Western forms) and a continuation of others (maritime subjects, 
medieval English texts, and audience participation). Noye's Fludde is the finest 
realization of his two most fervent motivations: to write worthwhile music for 
children and be useful to the public. The analysis below will demonstrate the 
opera's artistic merit, educational potential, unusual concept, proven flexibility, 
and performance history to advocate for a renewal of Noye's Fludde as crucial 
repertoire for a variety of American institutions. 
Chester Roots and Suffolk Premiere 
The title page refers to the opera as "an adaptation of the Chester Miracle 
Play."71 At their height, these medieval dramas were community events that 
71 Alfred Pollard, English Miracle Plays, Moralities, and Interludes: Specimens of the 
Pre-Elizabethan Drama (Oxford: Clarendon Press, 1890), xix. Regarding the difference 
between miracle play and mystery play: "a distinction [ ... ] of which a great deal is made 
in all text-books of English literature, but which in England had no existence in fact 
during the centuries in which the sacred drama chiefly flourished." 
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were performed on the street by trade guilds, each of which had responsibility 
for one play in the cycle.72 Although small-scale liturgical drama began as a 
teaching aid by the clergy, the miracle plays outgrew first the church and then 
the churchyard, and by the thirteenth century the clergy were forbidden to act. 73 
The dramas reached the height of their popularity in the fifteenth and sixteenth 
centuries. Eventually they fell out of favor with local clergy, who felt it competed 
with worship, and with authorities in London, who regarded such drama as 
potentially papist and subversive.74 Chester was the last town to relent in the face 
of a national ban, and their 1578 cycle was the last known performance in 
England until the 1951 revivals. The Chester manuscript is one of four extant 
near-complete cycles; twenty-three of the ancient guilds survive today, and 
Chester Mystery Plays Limited now revives the cycle every five years.75 
Britten's setting embraced these ideals of community performance and the 
blurring of the lines between sacred and secular. When he began the work in 
72 Maurice Hussey, ed., The Chester Mystery Plays: Sixteen Pageant Plays from the 
Chester Craft Cycle, Adapted into Modern English. New York: Theatre Arts Books, 1957, x. 
73 Pollard, xxii-xxiv. 
74 Hussey, ix-xi. 
75 Chester Mystery Plays, Limited, accessed November 27, 2013, 
http://www .chestermysteryplays.com/history I abouttheplays.html. 
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1957, the medieval cycles had just been revived at Chester and York six years 
earlier. He seems to have seen the York Mystery in 1954.76 By that time he had 
already composed Canticle II: Abraham and Isaac, using another entry in his 
personal volume of miracle plays.77 The massive flooding of the Suffolk coast in 
1953, including his Crag House, may have influenced Britten's selection of the 
Noah tale.78 
The opera was begun in 1957 at sea, as the English Opera Group voyaged 
to Canada for a tour of The Turn of the Screw. Work continued through the last 
half of the year; he completed the composition sketch in December and the full 
score in March of 1958. It was one of the first works Britten completed after 
moving to the Red House. Britten oversaw the entire project, held auditions for 
the children's roles, and visited music classrooms to prepare the musicians. He 
did not conduct, though, but left the complicated co_ordination of masked and 
processing children, amateur instrumentalists, and singing audience members to 
76 Heather Wiebe, "Benjamin Britten, the 'National Faith,' and the Animation of 
History in 1950s England," Representations 93, no.1 (Winter 2006): 79, accessed January 
25, 2014, http://www.jstor.org/stable/10.1525/rep.2006.93.1.76 . 
77 Benjamin Britten, Canticle II: Abraham and Isaac (London: Boosey & Hawkes, 
1953). A seventeen-minute work for tenor, alto, and piano. It used the Chester version of 
the Biblical tale, which followed Noah's Deluge in Britten's volume (the Pollard edition 
cited in note 1). Britten used a motive from the canticle for "The Parable of the Old Man 
and the Young" in War Requiem (1962). 
78 Bridcut, Britten's Children, 165. 
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Charles Mackerras. "Thank God I have not got to control them all myself!" wrote 
Britten to a friend a few weeks before the premiere. 79 
II. Synopsis 
Plot 
The opera begins with the congregational hymn "Lord Jesus, Think on 
Me." As the last stanza closes, Noye wanders onto stage and is immediately 
summoned by the Voice of God, who details the coming disaster and gives N oye 
instructions for building the ark. In recitative, Noye summons his family, who 
appear in order. Sem, Ham, J affett, Mrs. Sem, Mrs. Ham, and Mrs. J affett each 
arrive bearing a tool for construction; their lively ensemble piece is suddenly 
interrupted by the sarcastic Mrs. Noye. After a brief squabble, Noye and family 
begin to construct the ark on stage, while Mrs. Noye and her Gossips sit and 
mock the proceedings. 
The ark completed, Noye tries a second time to convince his wife of the 
plan. She is not impressed, and the resultant bickering recitative is interrupted by 
the Voice of God commanding the family to load the ark. The bugles herald the 
procession of the animal pairs singing "K yrie Eleison." N oye' s children name the 
79 Ibid., 234. 
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forty-nine species in seven groups as they approach and shepherd them onboard 
the ark. At the conclusion of the processional march, the family boards the ark 
singing slowly and deliberately, eventually changing the march tune into a 
plainchant K yrie. 
The next scene features three attempts to entice the obstinate Mrs. Noye to 
board the ship. Each time she refuses, demanding that Noye also make room for 
her Gossips, who drink and sing a "slow and lumpy" tune as the flood draws 
nearer.8° Finally, all three sons seize their mother and carry her onto the ark. The 
Gossips flee and Mrs. Noye boxes the ears of her husband. 
The storm is represented by a churning ground bass, over which a few vocal 
recitatives give way to a growing orchestral fury. Those aboard the ark sway, 
tremble, and panic until they break into the hymn "Eternal Father, Strong to 
Save" near the apex of the storm. The congregation joins the singing, and the last 
verse is suddenly familiar, accompanied only by organ and treble descant. This is 
the moment that the storm begins to recede; the orchestral materials reverse, and 
the animals go to sleep. 
The dance sequence that follows contrasts the noise of the storm. Noye 
summons two of his birds to find dry land. The raven flies confusedly to an 
80 
"Slow and lumpy" is Britten's own performance direction. 
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asymmetric cello solo before exiting. The dove, represented by a flutter-tongue 
recorder, waltzes gracefully away and returns with an olive branch. 
The Voice of God returns, directing Noye's family to take all living 
creatures onto dry land. Stirred by the bugles, the cast forms a tableau singing 
Alleluia. After the climax of the hymn of praise, handbells by themselves provide 
an unexpected moment of quiet. Their first appearance in the opera accompanies 
the unveiling of the covenantal rainbow. This novel timbre leads directly into the 
third hymn. "The Spacious Firmament on High" is sung first by Noye' s family, 
then the animals, then the congregation, and finally by all in an eight-part canon 
recessional. The Voice of God gives a final benediction. 
Scoring and Casting 
The scoring, perhaps the most unusual of many striking aspects of this 
work, calls for thirteen professionals joined by a large contingent of children. The 
precise number varies depending on the production, but can easily total over a 
hundred children. There are three professional dramatic roles: Noye (baritone), 
Mrs. Noye (contralto), and the Voice of God (speaking part). Professional 
instrumentalists include a string quintet, recorder soloist, two pianists, organist, 
and timpanist. A second conductor may be required to lead the congregational 
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hymns or any instruments placed antiphonally (usually bugles, organ, and 
hand bells). 
The children's vocal and instrumental parts are carefully graded to 
provide for various ages. The ripieno orchestra includes parts for violin I, II, and 
III: the thirds play mostly on open strings, the seconds stay in first position, and 
the firsts play up to third position and simple double stops. A more capable 
student is also required for the viola and cello I parts, but the second cello and 
double bass parts are quite simple. The recorder ensemble divides up to three 
ways ("fewer than twelve will make too small a sound") to play with the 
professionalleader.81 Bugles divide four ways, and the score suggests eight 
players, although a reduction is possible. The leader of the bugle corps has some 
solo responsibilities but is not specified to be a professional by Britten. Six 
handbell players, each with two bells, are required for the unveiling of the 
rainbow at the final scene. Finally, the percussion is numerous and varied; six or 
more players can find plenty to do, including the advance assembly of custom-
made instruments. 
The largest group in Noye's Fludde is the animal chorus, which is suitable 
for students of nearly any age. Divided into seven groups, the chorus includes 
81 Benjamin Britten, Noyes Fludde (London: Boosey & Hawkes, 1958), front matter. 
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treble and changed voices. Six older teens play solo roles that are collectively 
called "Noye's Children." These characters, three male and three female, are all 
written in the treble register, although an alternate part is written for one of the 
sons to sing tenor. These six children have important solo and small group 
singing, acting, and large group leadership responsibilities. A quartet of older 
teen girls serves as "The Gossips," Mrs. Noye's cronies. They must have dramatic 
and comic abilities and strength in the lower register. 
At the Orford premiere, the children represented a number of area schools 
and institutions. The professional leadership was provided by English Opera 
Group regulars: baritone Owen Brannigan, contralto Sheila Rex, and 
instrumentalists billed as the "English Chamber Orchestra." The amateurs 
players, described as "An East Suffolk Children's orchestra," included thirty 
strings, thirteen recorders, eight bugles, eight percussionists, and six hand bells. 82 
The animal chorus consisted of sixty-six children. 
Staging 
Colin Graham, a vital partner in the creation of the Parables for Church 
82 Britten-Pears Foundation, Program for Noyes Fludde, Aldeburgh Festival, 1958. 
Accessed November 9, 2013. http://www.brittenpears.org/page.php?pageid=720. 
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Performance in the following decade, directed the premiere of Noye 's Fludde. 
Britten and Graham envisioned a community of musicians drawing the audience 
into the performance, in homage to the drama's Chester origins. "One of the 
most ingenious features of the opera is that it can be performed by almost any 
group of musicians, using local resources as available. The same goes for the 
staging." 83 The score, therefore, specifies "some big building, preferably a 
church-but not a theatre" for the performance.84 The orchestra does not need to 
be hidden in a pit or separated from the audience on a stage-the players should 
be seen. The props, scenery, and costuming may be extremely simple if desired. 
Finally, the audience is referred to as "congregation," and they are not passive 
spectators: three hymns serve as pillars of the opera, and the congregation's 
vocal participation is essential. The hymns ("Lord Jesus, Think on Me" to the 
tune SOU1HWELL, "Eternal Father, Strong to Save" to the tune MELITA, and "The 
Spacious Firmament on High" to the tune TALLIS' CANON), were familiar 
Anglican hymns. Their inclusion was not incidental, as the tunes became motivic 
generators for much of the musical material of Noye's Fludde. 
83 Colin Graham, "Staging First Productions 3" in The Operas of Benjamin Britten 
rev ed., ed. David Herbert (New York: New Amsterdam, 1989), 44-46. 
84 Britten, Noye 's Fludde, front matter. 
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III. Influences 
The Influence of Purcell and Dido and Aeneas 
Purcell was a strong influence on Britten's creative life and on Noye's 
Fludde specifically. "Henry Purcell was the last important international figure of 
English music," wrote Britten in 1945.85 Purcell's opera Dido and Aeneas, thought 
to be written for a school, was regarded by Britten and his circle as the greatest 
English opera, a past glory of English music with no worthy successor for 250 
years.86 
Britten became closely involved with Purcell's music over the postwar 
period; he credited Purcell with teaching him how to set English words 
effectively and partially inspiring his visions for chamber opera.87 Britten realized 
the figured bass accompaniment for many Purcell songs and insisted that, 
because of their improvisational antecedents, such realizations should be done 
85 Benjamin Britten, pamphlet issued with concerts at Wigmore Hall, Nov. 21 and 
22, 1945, quoted in Kildea, Britten on Music, 52. 
86 uThe greatest piece of English operatic literature was written for a girls' 
school.u Peter Pears, Aldeburgh Festival Program Book, 1962, quoted in Kildea, Britten 
on Music, 414. This quote is taken from a paragraph written by Pears, but part of a longer 
note co-authored by Britten and Imogen Holst. 
87 Benjamin Britten, Wigmore Hall pamphlet, and in an interview with John Amis 
recorded for the BBC on Nov. 13, 1959, quoted in Kildea, Britten on Music, 52 and 163 (on 
English text); Opera News 33, no. 23 (April1969), quoted in Britten on Music, 332 (on 
chamber opera). 
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over again by each generation to suit its musical tastes.88 With his trusted 
colleague Imogen Holst, he created a new edition of Dido and Aeneas in 1951, after 
conducting research on the problematic source materials and solving the 
problem of a missing section by repurposing some other Purcell incidental 
music. Following his own advice, Britten and Holst re-edited the opera a decade 
later. Britten also conducted twenty-eight performances of Dido: this was more 
than he conducted any other composer's work than his own. In fact, only The 
Turn of the Screw received more performances under Britten's baton than Dido. 89 
That this English masterwork was written for young performers was 
important to Britten. Modern scholarship casts doubt on the circumstance of the 
work, suggesting that perhaps the performance at a girls' school was not the 
premiere but a later adaptation.90 Britten did not know this and referred several 
times to Dido's scholastic start.91 
88 Benjamin Britten, "On Realizing the Continuo in Purcell's Songs," in Henry 
Purcell1659-1695: Essays on His Music, ed. Imogen Holst (London: Oxford University 
Press, 1959), 8. 
89 Bridcut, Essential Britten 17 4-175. 
90 Bruce Wood and Andrew Pinnock, "'Unscarr'd by Turning Times?' The Dating 
of Purcell's Dido and Aeneas," Early Music 20 (Aug. 1992): 372-390, accessed November 9, 
2013, http://www.jstor.org/stable/3127699. 
91 Benjamin Britten, speech in Lowestoft, July 28, 1951, quoted in Kildea, Britten 
on Music, 109. 
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The most obvious musical parallel between the Fludde and Dido is the 
mighty central passacaglia, recalling the famous ground of Dido's lament "When 
I am laid in earth."92 Another link was coincidental: the English Opera Group 
performances of Dido were given under the aegis of the 1951 Festival of Britain, 
which sponsored the revival of the medieval Chester Mystery Plays at the same 
time. By the 1950s, Britten was starting to become the Purcell of his own century, 
an important international composer whose works were performed in cultural 
centers beyond England. Peter Grimes was hailed as the greatest English opera 
since Dido and Aeneas.93 In the midst of this acclaim, Britten directed his energies 
toward projects for young people, following Purcell's example. Britten declared: 
"He was a practical composer, he wrote for many different occasions [ ... ] all that 
I find immensely sympathetic."94 
The Influence of Aaron Copland and the Problem of Contemporary Dialogue 
Mitchell notes the long germination period accorded some of Britten's 
92 Hemy Purcell, Dido and Aeneas, ed. Benjamin Britten and Imogen Holst 
(London: Boosey & Hawkes, 1961). 
93 "Widely received[ ... ] as the first significant opera in English since Purcell's 
time." Philip Rupprecht, introduction to Rethinking Britten, xv. 
94 Britten, interview with John Amis, quoted in Kildea, Britten on Music, 163. 
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projects, especially operas.95 In the case of Noye's Fludde, Aaron Copland may 
have sparked such a period. Britten had spent time with Copland in the States 
and in England and may have drawn both positive inspiration and caution from 
the American's first opera. 
Copland wrote The Second Hurricane, an "opera for high school 
performance," in 1937. It was not a public success, but during Copland's 1938 
visit to the Old Mill at Snape (Britten's first adult home) they played through the 
score96 and Britten reacted favorably. 97 Britten had already composed miniatures 
for children like Friday Afternoons, but no concerted works. This visit with 
Copland probably started the long process that led to Noye's Fludde. Shortly 
afterward, during his stay in North America, Britten penned a brief article in the 
New York Times in which he celebrated the opportunities available to American 
composers. "There are school operas to be written, [and] pieces for the 
numberless school children learning to play instruments."98 With W. H. Auden 
he created his own "high school operetta" Paul Bunyan in 1941 which, like 
95 Mitchell, introduction to Letters, vol. 1, 6. 
96 Matthews, 45. 
97 "I love the 2nd Hurricane, & it's keeping your memory green at Snape!" Britten 
to Aaron Copland, quoted in Mitchell and Reed., Letters vol. 2, 635. 
98 Benjamin Britten, "A Visiting Composer Looks at Us," New York Times, March 
24, 1940, quoted in Paul Kildea, Britten on Music, 24-27. 
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Copland's work, received disappointing notices. 99 In the late 1940s, Britten found 
success with Saint Nicolas, a cantata for adolescent schoolchildren, and The Little 
Sweep, an opera for younger children (several characters are as young as eight). 
Twenty years after their visit at the Old Mill, Copland joined Britten to hear some 
of the animal chorus auditions in 1958.100 
The review of The Second Hurricane in the New York Times cited "pretty 
dull fare/' "lack of melodic inspiration," and "constant repetition of empty, dry 
phrases [that] soon grew wearisome." 101 There were not only melodic problems, 
but the text by Edwin Denby was also an obstacle. Whether or not effective in 
1937, his attempts at contemporary dialogue sound dated and artificial to today's 
audiences and performers. An easy example of unconvincing dialogue is found 
at rehearsalS, in which principal characters with names like Butch, Fat, and 
Queenie sing, "We're going, we're flying, gee it's great! I is it, is it, it's wonderful! 
99 Olin Downes, New York Times: "The respects in which he [Britten] was lacking 
were disappointing, at times irritating." Virgil Thomson, New York Herald Tribune: "Mr. 
Britten's work in Paul Bunyan is sort of witty at its best. Otherwise it is undistinguished. 
It is not well written for voices ... There is every reason to suppose Mr. Britten can do 
better. He usually does." Robert Bagar, New York World Telegram: "Mr. Britten, who is an 
up and corning composer, has written some worthwhile tunes in this score." All quoted 
in Mitchell and Reed, Letters, vol. 2, 915-917. 
1oo Graham, "Staging First Productions 3," 44. 
101 New York Times review, April22, 1937, accessed November 9, 2013, 
http://www .nytimes.com/books/99 /03/14/specials/copland-
hurricane.htrnl?_r=1&scp=2&sq=Copland%20Hurricane&st=cse. 
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0 boy, it's great!"102 The most recent attempt to revive The Second Hurricane 
updated the context, attempting to soothe these problems through revision of the 
dialogue.103 
If we presume a direct inspiration from Copland to Britten (both Heather 
Wiebe and Philip Rupprecht note the connection), the English composer 
developed the idea through several projects over the course of two decades. The 
poor reception of Paul Bunyan may have convinced Britten to work with English 
libretto material.104 Poor aging (gentler but similar to the curse of The Second 
Hurricane) befalls Britten's The Little Sweep, in which the English nursery setting 
and language can now seem both dated and childish.105 Britten's choice of libretto 
for Noye 's Fludde avoided Denby and Copland's problems with contemporary 
dialogue. 
102 Aaron Copland, The Second Hurricane (New York: Boosey & Hawkes, 1937), 21. 
1o3 John Van Rhein," Aaron Copland's 'TI1e Second Hurricane' at Francis W. 
Parker School/' Chicago Tribune Nov. 12, 2000, accessed January 6, 2014, 
http://www.chicagotribune.com/search/mmx-9649_lgcy,0,440034.story. 
104 
"Paul Bunyan was a famous American folk subject, and I suppose it was 
cheeky for us two Britishers to tackle it." Benjamin Britten, interview with John Warrack, 
Musical America 84 (Dec. 1964), 21, quoted in Kildea, Britten on Music, 265. 
105 " ••• an estrangingly implausible quality to many children." Peter Evans, The 
Music of Benjamin Britten (Minneapolis: University of Minnesota Press, 1979), 272. "A 
little twee for contemporary ears" and "Some of Eric Crozier's lyrics in the opera itself 
may grate a little today." Bridcut, Essential Britten, 366. 
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The Early Modern English words were foreign but familiar, odd but 
accessible. Because they were archaic, they were immune to growing stale. 
Considering Saint Nicolas, The Little Sweep, and Noye's Fludde together, Evans 
astutely writes: 
If Noye's Fludde never strikes an arch or priggish note (and I believe this to 
be true), much of its success must surely be attributed to the text, which 
can never have embarrassed the composer as one suspects the less happy 
of Eric Crozier's formulations may have done at times. This is not to be 
offensive about Crozier's texts, but to stress how much more easily 
children can lose themselves (or perhaps without constraining thought be 
themselves) in the patent enactment of a legend when the language by its 
antiquity offers a ready-made convention.l06 
Furthermore, the original Chester plays were rife with anachronisms. For 
example, the Old Testament plays referred to Christ and other New Testament 
characters. Britten modified the text further by adding a K yrie and three hymns 
from various eras. The fourteenth-century text (itself a reenactment of an even 
more ancient story) is brought about with twentieth-century music interspersed 
with tunes and texts from the fifth, seventeenth, and nineteenth centuries. This 
phenomenon is familiar in church music, in which ancient psalm texts may be set 
to seventeenth-century music and performed by musicians in the twenty-first 
106 Ev ans, 272. 
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century. Even the physical setting of worship may display such timelessness: at 
Orford, the medieval church of Saint Bartholomew grows out of the ruins of the 
Norman chancel that preceded it, topped by a rebuilt nineteenth-century tower. 
Like the Chester Plays, this opera is not intended to transport the audience to 
another time and place but rather to reenact, with the audience, a story that is 
fundamental to its belief system. Thus, the chanting of "Kyrie eleison" by 
animals and Noye' s family is not a slip of continuity but an intentional nod to the 
timelessness of the activity. 
A Thoroughly English Experience 
Noye's Fludde derives its power from the able performance of the young 
alongside the experienced. Britten facilitated this success by surrounding his 
young performers with the familiar, starting by orchestrating for their school 
instruments. The hymns feature Englishmen Tallis, Addison, Daman, Whiting, 
and Dykes. The English text, the maritime subject matter, and even the curlews 
and redshanks of Suffolk mentioned in the animal procession all contribute to 
this familiarity. The tale of Noah's Flood may not have been an English story in 
the Bible, but Britten and the Chester author effectively Anglicized it. 
A vital portion of Britten's oeuvre comprises works for children, 
51 
particularly in the choral medium. Consider the success of War Requiem, Spring 
Symphony, A Ceremony of Carols, Missa Brevis, and even The Young Person's Guide 
to the Orchestra (which is for young listeners rather than young performers). More 
than any of these, Noye's Fludde has far-reaching effects for a variety of young 
musicians. Unlike the film score, the opera is for active participation by children; 
the concerted works use children's voices as a tonal color but are undoubtedly 
adult-centered. Noye's Fludde, unlike A Ceremony of Carols and Missa Brevis, 
allows children of modest skills to perform alongside highly trained children and 
professional adults. Although he started one in the 1970s, Britten never 
completed such a grand intergenerational project again. He sketched out a plan 
for the libretto of a Christmas opera drawn from the Chester Mystery Plays and 
sung by school children, with congregational hymns interspersed between 
scenes.107 The importance Britten gave to music of high quality for children is 
underscored by his final works: short anthems for schoolchildren and a 
contemplated return to the central concept of Noye's Fludde at the end of his life. 
A Rising Eastern Influence 
While Noye's Fludde was the culmination of one passion, it also became the 
1o7 Graham Elliot, 53. 
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first step toward another: the assimilation of Japanese Noh drama into a Western 
style. When Britten and Pears were touring Asia, they attended a Noh drama at 
the recommendation of William Plomer, who had grown up in Japan and later 
became the librettist of the Church Parables. 108 These three works of the 1960s 
(Curlew River, The Burning Fiery Furnace, and The Prodigal Son) share important 
innovations with Noye's Fludde. The same director, Colin Graham, worked with 
Britten on each. All four works are not quite opera, with a physical setting unlike 
a traditional theater. In fact, the Parables were premiered in the same Orford 
Church as Noye's Fludde. The simple staging Britten's mystery play, with "no 
attempt to hide the orchestra," was extended to a specially designed round stage 
that included the instrumentalists for the performance of the Parables. 109 
If Noye's Fludde may be labeled as a mystery play for all ages, the Parables 
(according to Cooke) attempt to meld mystery play with Noh drama.110 Whereas 
the former was musically participatory, accessible, and hymn-centered, Britten's 
interpretations of the latter were esoteric, difficult, based on plainsong, and 
required professionals. Here Britten reflects the different styles and cultural 
108 Mervyn Cooke, Britten and the Far East: Asian Influences in the Music of Benjamin 
Britten (Woodbridge, England: Boydell Press, 1998t 115-116. 
109 Britten, Noyes Fludde, front matter. 
110 Ibid., 153. 
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expectations of the two sources, mystery plays and Noh dramas. Although they 
were roughly contemporary, the Chester Plays were earthy, vernacular, and 
performed on the street; Noh was elite, with the audience seated in a specially 
designed theater and expected to engage in deep spiritual contemplation. The 
concept behind the musical construction, however, is similar: the Parables draw 
musical motives from plainsong in the same way that the hymns are motivic 
generators for Noye's Fludde.111 
IV. Reception and Performance History 
Early Reception 
The fame attained by both Britten and his Aldeburgh Festival by 1958 
helped draw attention to Noye's Fludde, and the early reception of the unusual 
work was positive: "Britten has written something both wholly new and 
outstandingly original" (Martin Cooper, Daily Telegraph); "Composed as an 
occasional piece, it claims a place in the national musical heritage" (Felix 
Aprahamian, Sunday Times); "For all its simplicity and directness, Noye's Fludde 
seems to me one of Britten's most remarkable achievements, the unique character 
of which may well enable it to outlive more elaborate and sophisticated scores 
m Elliott, 49. 
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like The Rape of Lucretia" (uncredited author in the Observer).112 Beyond the 
reactions of the press, other figures who had become closely associated with 
Britten wrote articles to proclaim the unique worth of Noye's Fludde, including 
musicologist Erwin Stein and educator Eric Roseberry. 113 
A television program was made of the dress rehearsal, but it seems that no 
recording has survived.114 That same week, the BBC program Monitor aired 
excerpts of the rehearsal process.115 The second performance was mounted at 
Southwark Cathedral, London, in November 1958.116 Boosey & Hawkes quickly 
made the performance materials available, and the vocal score included a 
German translation. The performances envisioned by Roseberry's article began 
to mount in England. "County Music Organizers in particular are in the 
112 Phillip Reed and Mervyn Cooke, eds., Letters val. 5, 48-52. Each quote was 
published in the week of June 19, 1958. 
11 3 Erwin Stein, "Britten's New Opera for Children: Noye 's Fludde" Tempo new 
series 48 (Summer, 1958): 7-8, 17, 20, accessed November 9, 2013, 
http://www.jstor.org/stable/944111; and Eric Roseberry, "The Music of Noye's Fludde," 
Tempo new series 49 (Autumn,1958): 2-11, accessed November 9, 2013, 
http://www .jstor .org/stable/942970. 
114 Philip Reed, Mervyn Cooke, and Donald Mitchell, eds., Letters from a Life: The 
Letters of Benjamin Britten, val. 4 (Woodbridge: Boydell Press, 2008), 566. 
115 John Schlesinger's documentary segment can be found at the Britten-Pears 
Library as video no. 0247. 
116 Program found here, accessed November 9, 2013, 
http://blog.noyesfluddeharpenden.org.uk/?p=244. 
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fortunate position of being able to draw upon these forces, and it is very much to 
be hoped that they will not be slow in realizing the unique opportunity which 
Britten's opera affords them."117 In its earliest years, Noye's Fludde became a 
surprisingly well-known new work owing to its already famous composer, its 
unusual genre, and the rule already known to concert promoters: children sell 
tickets because they have families. 
In an article that appeared just after the fifth anniversary of the premiere, 
John Andrewes, music educator and frequent conductor of Noye's Fludde, 
mentions a hundred performances in each of the two previous years.118 Created 
for their time and place, the instrumentation was a natural fit for cooperation 
among English towns or even by large institutions. In 1981, Christopher 
Headington wrote, "It is a Britten work that has proved accessible to virtually 
any English community and as such has been given over and over again, 
becoming an institution like Messiah, and one that is arguably still more 
involving, and more personal."119 Given this frequency of performance, Noye's 
Fludde became a semi-regular occasion in the music education of many English 
m Roseberry, 2. 
n s Andrewes, 37-38. 
119 Christopher Headington, Britten (London: Eyre Metheun, 1981), 119. 
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children. 
The American premiere of Noye's Fludde took place at Union Theological 
Seminary in New York City in March 1959.120 There are reports of a radio 
broadcast near to the time of the Orford premiere, in July 1958.121 That same 
month Britten alluded to a planned television broadcast of the American 
premiere in New York; the details of this apparently abandoned project are 
unknown.122 Jack Langstaff, an early champion of the work, produced the first 
American school performance at the Potomac School in Washington and later at 
the Friends School in Cambridge (Massachusetts), and with the Revels, an 
intergenerational performance group.123 The first church performance in America 
is a mystery: the rental records cite "St. John's Episcopal Church, New Jersey, 
June 9, 1959," but there are at least a dozen churches so named in the state. CBS 
120 Michael Kennedy, "Benjamin Britten" in The New Penguin Guide to Opera, ed. 
Amanda Holden (London: Penguin Books, 2001), 130. 
121 Ibid. 
122 Reed and Cooke, Letters, vol. 5, 59-60. 
123 Susan Cooper, The Magic Maker: A Portrait of Jack Langstaff (Somerville, MA: 
Candlewick Press, 2011): 84. 
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television broadcast Noye's Fludde from St. George's Church in New York City in 
1964.124 
Charting Modern American Performances 
Because Noye's Fludde is within copyright, performance rights must be 
secured and orchestral materials hired from the publisher. Thus, a sketch of its 
American performance history can be discerned from the rental records of the 
Boosey & Hawkes rental library. An online performance search tool, which 
indexes only the performances since 2000, details a small number of American 
productions during that period.125 Therefore, I requested the paper card files that 
detailed the rentals of Noye's Fludde materials since the premiere. Elizabeth 
Blaufox, manager of the Boosey & Hawkes rental library in New York City, 
retrieved these cards, and the data were categorized and entered into a 
searchable format, included here as Appendix A. 
124 CBS News Archives, Noye's Fludde (Richard Flusser, producer), 
www.worldcat.org OCLC #703284493, bibliographic record accessed Dec. 26, 2013. A 
recorded DVD of the CBS footage is hand labeled "6/14/62"; however, the event is dated 
1964 in the obituary of the conductor. Allan Kozinn, "Charles Henderson obituary," New 
York Times, Aug. 4, 2001, accessed December 26, 2013, 
http://www .nytimes.com/2001/08/04/obituaries/04HEND .html. 
125 
"Performance Search," Boosey & Hawkes, accessed November 23, 2013, 
http://www .boosey .com/pages/cr/calendar/perf_search.asp. 
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These numbers are not comprehensive. First, over the several decades 
covered by the cards, methods of logging information varied. Some records were 
typed, some were handwritten, and some contained very limited information 
(e.g., "First Baptist, Texas"). Second, a small percentage of the records are 
partially illegible. Dates of performances are usually discernible, but 
organizational names and types are sometimes in doubt. Third and most 
significantly, the largely amateur nature of Noye's Fludde makes unrecorded 
performances quite likely. Blaufox forwarded all available data with this 
disclaimer: "However, it is still not an exhaustive list of every performance of 
this work in the US. Our digital records, in general, only go back about 20 years, 
and because this work is most often performed in smaller, non-professional 
settings-usually churches, or children's choruses-it is difficult for us to 
compile a comprehensive list of the work's performances."126 It is likely that 
nonprofessional institutions have mounted unregistered productions. Those that 
perform Noye's Fludde with regularity may have simply copied and kept the 
orchestral materials. Finally, the dramatic drop in recorded performances for the 
first decade of the 2000s might indicate a fault of early online recordkeeping, . 
rather than a 90% decrease in the number of productions from one decade to the 
126 Elizabeth Blaufox, email message to the author, September 23, 2013. 
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next. 
These data are therefore not intended as a precise measurement but 
merely an attempt to discern trends and patterns in American productions. 
Appendix A does not detail multiple performances; only the first performance of 
each production was entered. Geographic information was included in the 
database when given in the source files or when it was readily apparent (e.g., 
Utah State University is in Utah). Similarly, most entries were easily categorized 
by type of institution, such as "First Presbyterian," "Willowwind School," 
"Butler University," "Los Angeles Opera," and "Pittsburgh Symphony." A few 
institutions or names remain a mystery (e.g., "San Francisco Talent Bank") and 
are included with question marks. 
With all the previous disclaimers taken into account, the data compiled 
from rental records total 798 American productions in the fifty-five years 
between the Orford premiere and Dec. 31,2013. The frequency of performances 
reached its peak in the 1970s, but declined sharply in the 1990s, as shown in 
Figure 1. 
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Figure 1: Documented American Productions of Noye's Fludde by Decade 
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Churches accounted for more than half of these productions; college 
productions numbered one hundred, and school productions eighty. Ensembles, 
opera companies, and theater groups together produced about one hundred 
performances. Figure 2 details the type of American institution that has 
presented Noye's Fludde. 
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Figure 2: Documented American Productions by Type of Institution, 1959-2013 
church college school ensemble opera association festival 
company 
Figure 3 demonstrates the denominational identity, when discernible, of 
those American churches with documented performances. By a significant 
degree, Presbyterian churches produced Noye's Fludde most often. Surprisingly, 
Episcopal churches ranked third in this list; one might have expected more 
American Episcopal churches to embrace a project with an Anglican genesis. 
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Figure 3: Denominational Identity of Documented Productions at American 
Churches, 1959-2013 
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The centennial year of Britten's birth, 2013, brought some renewed focus 
to his works and life. Paul Kildea and Neil Powell each published a new, full-
length biography.127 Choirs around the world gave concerts entirely devoted to 
Britten, and opera companies mounted revivals of his lesser-known works.128 
127 Paul Kildea, A Life in the Twentieth Century (London: Allen Lane, 2013) and 
Neil Powell, Benjamin Britten: A Life for Music (New York: Henry Holt, 2013). 
128 The Britten-Pears Foundation maintained a voluntary database called "Britten 
100" to chart performances in the centennial year. Accessed January 25, 2014, 
http://www .britten100.org/home. 
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War Requiem was performed by the major symphony orchestras and choruses of 
Boston, Chicago, Dallas, and San Francisco, as well as collegiate ensembles from 
the Eastman School of Music, Lawrence University, and Saint Olaf College. 
Elementary schools around the world sang Friday Afternoons on November 22, 
organized by Aldeburgh Music.l29 Noye's Fludde, too, received renewed attention. 
Aldeburgh Music chose the weekend of the centenary, November 21-23, 
as an opportunity to stage Noye's Fludde in Lowestoft. Conducted by Britten 
scholar Paul Kildea, this performance was broadcast on the BBC Radio 3. The 
slung mugs and animal headpieces of Noye's Fludde were the first items to greet 
visitors to the new permanent gallery at the Britten-Pears Foundation in 
Aldeburgh, opened in the summer of 2013. The American Choral Directors 
Association featured this author's article on Noye's Fludde on the cover of the 
October 2013 Choral Journal. A new volume of scholarly essays, Philip 
Rupprecht's Rethinking Britten, featured Kurt Hutton's iconic photograph of 
Britten demonstrating the slung mugs to schoolboys on the cover.l30 The opera 
also found some surprising recognition in movie theaters. 
129 Aldeburgh Music Friday Afternoons Project, accessed November 27, 2013, 
http://www .fridayafternoonsmusic.co.uk/. 
130 Philip Rupprecht, Rethinking Britten (Oxford: Oxford University Press, 2013). 
Photo taken by Kurt Hutton in spring 1958. 
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Unogumbe, "a modern adaptation of a Benjamin Britten one-act opera on 
the myth of Noah's flood, sung entirely in Xhosa," was screened at the 2013 
Toronto Film Festival.131 This film, created by the South African Isango Theater 
Ensemble, added another to the many epochs of Noye's Fludde: ancient story, 
medieval drama, twentieth-century opera, and twenty-first century context. A 
less exotic film made many more Americans aware of Noye's Fludde. Moonrise 
Kingdom, released widely in 2012, featured Noye's Fludde as both soundtrack and 
plot point. When the young protagonists first meet, the girl is costumed as the 
raven and waiting for her cue backstage. At the climax of the film, several 
characters are rescued from a storm and "The Spacious Firmament" sounds 
during the denouement. The original Norman del Mar recording serves as the 
film's soundtrack (along with The Young Person's Guide to the Orchestra, Simple 
Symphony, and Friday Afternoons). Director Wes Anderson made clear the 
influence of Noye's Fludde on his quirky movie: "My older brother and I were 
actually in a production of that when I was ten or eleven, and that music was 
something I have always remembered, and it made a very strong impression on 
131 "Noye's Fludde Trailer," Toronto International Film Festival, accessed 
November 23, 2013, http://www.youtube.com/watch?v=SmOvJ3ubGRQ. 
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me. It is the color of the movie in a way." 132 Noye's Fludde appeared in the 
popular media (BBC and CBS television) half a century ago. Its prominence in a 
major motion picture may make more Americans aware of the opera. Whether 
this may lead to more American performances is an open question. 
132 Wes Anderson, quoted in Russell Platt, "Benjamin Britten's Moonrise 
Kingdom," New Yorker Online, August 6, 2012, accessed November 23, 2013, 
http://www .newyorker .com/ online/blogs/ culture/2012/08/wes-anderson-and -benjamin-
britten.html. 
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CHAPTER 3: ANALYSIS 
One consistent feature that all these works have in common is that the 
children's parts, whether vocal or instrumental, are conceived and written 
from the child's own viewpoint, rather than from that of an adult, who, 
having forgotten his own childish aspirations, looks upon the child as a 
being of less developed sensibilities than himself-whereas a child is in 
fact more acutely sensible than an adult, in that he receives impressions 
more directly, unhampered by the clutter of compromise and habit that 
have blunted our own adult sensibilities. Recognising this fact, Britten 
makes no artistic concessions whatever in his writing for children, which 
accounts for the pleasure they experience in performing his music. 
Furthermore, he makes no concessions technically, except within the 
defined limits of the performer for whom he is writing- and this remains 
valid whether the work be a cello sonata for the most accomplished 
instrumentalist of his generation, or a simple piece for a nine-year-old.133 
Andrewes wrote this perceptive description of Britten's method in his 
1963 article. The next year, when receiving the first Aspen Prize, Britten summed 
up his motivation as a composer: "It is the easiest thing in the world to write a 
piece virtually or totally impossible to perform-but oddly enough that is not 
what I prefer to do; I prefer to study the conditions of performance and shape my 
music to them."134 I propose a variation on his statement: It is also simple to 
write a technically limited work for children that has no internal logic, artful 
construction, or engaging musical qualities. Such works (and they do exist) are 
133 John Andrewes, 37-38. 
134 Benjamin Britten, On Receiving the First Aspen Award, 13. 
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also instantly forgettable. Paralleling Britten's phrase, it is the easiest thing in the 
world to write a piece not worth performing. 
Britten wrote extensively for children; about one-third of his total oeuvre 
includes young musicians in some way. Of this diverse group of works, I 
maintain (and several previous writers agree) that Noye's Fludde is his best and 
most important work for children. 135 Although a subjective statement of artistic 
merit, objective measures also support this claim. Noye's Fludde is more child-
centered than the concerted works, is of greater length and depth than Britten's 
charming miniatures, and employs a greater number and variety of young 
participants (including amateur singers and instrumentalists) than other works. 
Even among the small group of intentionally intergenerational works, including 
Saint Nicolas and The Little Sweep, it has proven most useful. 
Therefore, this analysis has three goals: 1) to illuminate the construction of 
Noye's Fludde (through structural analysis and examinations of tonality and the 
three foundational hymns), 2) to test Andrewes' s claim that Britten did not 
compromise artistically by relating compositional devices in Noye's Fludde to 
other works in Britten's catalogue, and 3) to illustrate how the composer made 
135 "The pinnacle of Britten's writing for children" Michael Oliver, Benjamin 
Britten (London: Phaidon Press, 1996), 162. "The most perennially satisfying" Evans, 271. 
"Easily his most lovable work" Michael Kennedy, Britten (London: JM Dent & Sons, 
1981), 201. 
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matters of form and harmony, particularly those important to twentieth-century 
music, palatable and easily understood by young and sometimes inexperienced 
musicians. 
I. The Hymn as Structural Element 
At many levels, Noye's Fludde clothes the familiar in a challenging guise: 
the text is in medieval English, exotic but largely understandable. The story was 
familiar, but the Chester text included anachronisms ("By Christel" and "Kyrie 
Eleison"), and comic relief that was novel and certainly not biblical ("Get thee a 
new wife!" complains Mrs. Noye). The ripieno orchestra played the instruments 
that they had been playing in school, but Noye's Fludde was likely their first time 
playing an hour-long opera, and alongside professionals who embodied the 
potential each young player had in his own instrument. How many young 
recorder players had conceived of the sonic possibilities of their instruments 
before they heard the flutter-tongued coo of the dove? Among all these familiar 
but new elements, the three hymns were the most fundamental. 
In an opera that flourishes under technical restrictions for young players, 
Britten imposed upon himself more discipline of economy and tight construction 
with the selection of the familiar hymns. The three scenes of congregational 
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participation are not respites, local color, or transitions; they are more directly 
linked to the plot than Bach's passion chorales or Britten's Saint Nicolas hymns_136 
The hymns of Noye's Fludde are central to both the action and the musical 
construction of the opera. It could not exist without them. 
First, the hymns are the architectonic pillars of the work: opening, middle, 
and closing. The central hymn, "Eternal Father, Strong to Save," signifies the 
height of the storm but also the midpoint of the opera itself. When added to the 
two major choral sections (the Kyrie entrance and the Alleluia exit), they create a 
graceful arch form: Hymn 1-Kyrie-Hymn 2-Alleluia-Hymn 3. The first 
half, naturally longer and expository, deals with human tensions: the building of 
the ark and the comedy of dragging Mrs. Noye aboard. These tensions 
disappear, and the second half is about humanity dealing with God and the 
effects of the flood. 
Second, Britten gave the most powerful moments over to the congregation 
Goining the cast), thereby drawing the listeners in more closely to the story. The 
storm's persistent threat causes a hymn to break out among the animals; the 
136 
"A greater degree of audience participation in the dramatic situations than in 
Saint Nicolas-where they tended (like a Greek chorus) to comment on them." Stephen 
Arthur Allen, "Britten and the World of the Child" in The Cambridge Companion to 
Benjamin Britten (Cambridge: Cambridge University Press, 1999), 286. 
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impulse is so strong that the congregation sings the second verse, thus joining 
the seafarers to scare off the rising waves. The final scene, with Britten's 
gamelan-like strata and orchestral ostinato under the covenantal rainbow, is also 
no mere spectator moment. As the survivors go forth to re-inhabit the planet, 
they sing seven voices of the canon; the congregation, crucially, must sing the 
first voice with Noye. 
Third, the careful selection of English hymns brought familiarity and 
comfort ("things to cling to during the storm" in Heather Wiebe's phrase) to this 
era-spanning work.137 The ancient story, told through a sixteenth-century text 
and convention by a twentieth-century musical language, finds unity in the 
marriage of English hymns and medieval drama. Two of the tunes and one text, 
in fact, date from the era of the last medieval Chester play, with more modern 
hymnody during the storm and an ancient opening hymn. All, however, were 
familiar entries in the English hymnal of the 1950s. 
Finally, and most importantly, the hymn tunes are the crucial suppliers of 
motive and structure for the entire work-"an integrated musical resource," says 
137 Heather Wiebe, "Benjamin Britten, the 'National Faith', and the Animation of 
History in 1950s England," 89. 
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Graham Elliott.138 He goes on to cite Britten's treatment of these hymns as 
important to the composer's development from the 1940s to the 1960s. "The three 
hymns in Noye's Fludde are vital to the structure of the whole in a way that can 
hardly be claimed for those in Saint Nicolas [and] points the way to the use of 
plainsong in the Church Parables of the 1960s." 139 
Hymn 1: SOUTHWELL as Leitmotif 
The opera begins with four stanzas of "Lord Jesus, Think on Me," a fifth-
century text from Synesius of Cyrene set to the sixteenth-century tune 
SouTHWELL. The tune is entirely stepwise except for three ascending minor 
thirds. The minor thirds will become a vital structure of the opera, including 
acting as leitmotif throughout the entire action leading to the flood. 
The singing of this hymn is quite traditional, with four unchanging vocal 
strophes in E minor. However, the orchestral underpinning, which introduces 
the tune and continues through all verses, features dramatic double and triple 
stops from the solo strings and a pulsing, offbeat theme by the timpani that 
sounds E, B, and F natural. The dissonance of this motive demonstrates that 
13s Graham Elliott, 67. 
139 Ibid. 
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something is off-kilter, perhaps the wayward state ,of humanity or the rising 
anger of God. Musicologist Wilfrid Mellers colorfully and correctly writes, "The 
devilish bitonal F naturals initiate the conflict-between good and evil, between 
guilt and redemption-which the opera is." 140 A relentlessly rising bass line 
dramatizes the text "when flows the tempest high" in verse three. Thus, the 
congregation sings its sturdy hymn tune while tritones, cross-rhythms, minor 
ninths, major sevenths, and augmented seconds swirl around them. 
The leitmotif is used in both major and minor structures as the ark is 
constructed and Mrs. Noye is enticed to enter. The work song, starting at 
rehearsall8, is a simple passacaglia, compared to the elaborate one to come; 
there is very little motion in the ground bass, but merely many measures ofF 
and C with a change toE-flat and B-flat in the middle. The texture of the 
orchestration grows thicker throughout the five instances of this pattern; this 
process of thickening will appear several times in the opera. Each statement is 
concluded with a successive phrase of the SOUTHWELL tune hauntingly 
foreshadowing the deluge: "at the cominge of the fludde," "and safe be from the 
fludde," "and iche thinge in their kind," "when the shippe is att an ende." The 
140 Wilfrid MeTiers, "Music for Twentieth Century Children 2: From Magic to 
Drama" Musical Times, 105, No. 1456 (June 1964), 423, accessed November 9, 2013, 
http://www .jstor .org/stable/949666. 
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final instance is judiciously weighted, requiring three statements of "at the 
cominge of the fludde" to get back to F major and end the work song. 
Example 1: Minor Third Leitmotif, two measures before 1!21 141 
1\ '~ ... ~ ~ 
tJ 
1\ 
f-1:(' 
tJ • • # ... 
1\ I 
Noye's Children 
tJ 
At the com inge of the !ludde. 
: : t Noye 
I I 
. 
Via. 
. 
- --
r : -. Vc. 
The next instance of the leitmotif occurs when Noye, stirred by God' s 
second appearance, directs his family to arrange to loading of all the animals. 
The strings play SOUTHWELL in a marching variation, portending the Kyrie. They 
sound the call to action solemnly and in long tones (and in D minor this time, 
preparing for the first appearance of the B-flat bugles). 
141 For this and all musical examples: Noye's Fludde, op. 59 by Benjamin Britten. © 
Copyright 1958, Hawkes and Son (London) Ltd. Reprinted by permission of Boosey & 
Hawkes, Inc. 
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Once the colorful menagerie has boarded and the last traces of the march 
chased away by a moment of plainchant from the boys, a new scene begins, full 
of comic relief and dramatic implications. Mrs. Noye' s earlier hesitation becomes 
a cantankerous refusal to enter the ark and leave behind her Gossips. This scene 
plays out in E minor, just like the opening hymn, but Mrs. Noye and the Gossips 
adamantly stack minor thirds onto D-sharp. This collection of notes might imply 
G augmented; instead, Britten creates a sense of bitonality is by sounding tonic 
and dominant at once, highlighting the clash between safety in the ark (E) with 
the doom lurking for those on the outside (D-sharp). This clash is also the inverse 
of the "conflict" tones (E-F) that accompanied the first hymn. As the Gossips 
grow more piteous and Mrs. Noye more obstinate, the leitmotif of the first hymn 
constantly reminds of the growing danger. The ominous descent from minor 
third to tonic colors the last phrase of utterances from Noye and his sons, and 
Mrs. Noye often flings it right back at them. As the scene moves harmonically, 
the leitmotif is heard resolving to B, to F-sharp, and to A. Often the second is also 
lowered, making the leitmotif even more pleading and worrisome (e.g., the 
measures preceding rehearsal 52, 63, and 64). 
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Example 2. Leitmotif, Obstinate D-sharp, and Bitonal Gossip Tune, ~ 
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As the scene develops, the orchestration thickens to add to the growing 
sense of danger. The strings are drafted into the family's effort to get Mrs. Noye 
on board, and they play the leitmotif in stretto at~- Twice (rehearsal 51 and 53) 
the entreating recitative is accompanied by the entire hymn tune over aD-sharp 
pedal, save for the last phrase (the leitmotif), which is sung. In Sem' s case, before 
~ he changes the key and lowers the second scale degree, but to no avail. The 
persistent D-sharp comes right back, accompanied by his mother's laughter. 
Finally, as the children seize their mother and lug her onto the ship, the nearly 
full orchestra ties the Gossips' tune into a resounding final statement of the E 
minor leitmotif. 
Mrs. N oye boards and rewards N oye by boxing his ears. The antagonistic 
D-sharp is ultimately resolved as an E-flat, in a quietly ominous C minor chord 
on the organ, which makes way for the storm. "It is good for to be still," says 
Noye. An analysis of Noye's Fludde by music theorist Peter Evans details Britten's 
connective work; that is to say, the manner in which he ties the clearly defined 
(often strophic) sections together by carrying over a figure, a tune, or a pedal 
point.142 The resolution of D-sharp into C minor is one of the most disjunct 
moments, and the organ's arrival a surprise after a long absence. Rehearsal 70, on 
142 Evans, 271-282. 
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the other hand, is a prime example of the connections that Evans cites: over the 
fourth statement of the ground bass, the family sings a petition to a stanza of 
SoUTHWELL, slightly altered with extra syllables because the metrical scheme of 
the Miracle Play is not the same as that of the hymn. This is the final overt 
statement of SOUTHWELL as it yields to MELITA via the ground bass; this point of 
overlap between the large sections and their governing hymn tunes also occurs 
in the small dimension. Britten writes the altered hymn tune to carry over into 
the next statement of the ground bass. This is the only time during the advancing 
storm that an element violates the clear boundary of each four-measure ground 
bass phrase. 
Hymn 2: MELITA as Chromatic Generator 
Of the three hymns, the second tune and text are the most recent and 
familiar to American congregations. Commonly known in both England the 
United States as the "Navy Hymn," "Eternal Father, Strong to Save" appears 
today in nearly every American hymnal, usually grouped with patriotic songs. 
Its tune MELITA is in C major, with some chromaticism that is most pronounced 
with rising half steps at "0 hear us when we cry to thee" in the penultimate line. 
MELITA's C major chromaticism is a generator for Britten's passacaglia. 
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The ground bass lasts four measures, in which all twelve tones are used, yet the 
focus on Cremains apparent through repetition of the dominant G. The 
passacaglia, therefore, does not feel derivative of MELITA. It is certainly not a 
variation in any sense but is written in the same tonal universe as the chromatic 
hymn tune, making their eventual overlap pleasing. Britten also managed to put 
SOUTHWELL's stamp on this ground bass: each measure starts with a descending 
minor third, the inversion of the leitmotif. In fact, including enharmonic 
equivalents and inversions, there are eight minor thirds in each statement of the 
ground bass. 
Example 3: First Statement of the Ground Bass, ~ 
f67l STORM ~ Steady minims ,J = 69 - 72> 
Timp. 
Or g. 
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Although built on descending minor thirds, the sequence, repeating at the 
distance of one measure, rises up one whole step at a time, until the fourth 
measure finally winds from F-sharp to C to start again. Thus Britten 
simultaneously evokes a sense of C major, dodecaphony, the Lydian mode with 
its raised fourth, and text painting of the rising waters. This is all accomplished 
with a ground bass that does not change for thirteen repetitions. 
From rehearsal67 to 80, the various storm elements (rain, wind, and 
waves) pile up in succession over an unchanging ground bass, continually 
thickening the texture. At rehearsal SO, Britten alters the bass for the first time, 
inverting it as the rest of the ensemble rises chromatically, representing the 
"panic of the animals". The cacophony finally leads to the first verse of "Eternal 
Father," which the cast sings alone, at first appearing incongruent. The 
congregation joins the pleading in the second verse. Meanwhile, the original 
ground bass continues to underpin the instrumental storm and the hymn, with 
only the slightest alteration at the end of each verse to accommodate 
congregational breathing. The third verse is the eye of the storm, a significant 
change in texture, and the central moment of Noye's Fludde. The ground bass-
indeed, the entire orchestra except for the organ-drops out. All present sing "0 
Sacred Spirit, who didst brood upon the chaos dark and rude," accompanied by 
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treble descant and full organ. It is at this most traditionally Anglican moment of 
the opera that the storm turns back; this verse is the center of the monumental 
flood palindrome. 
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Example 4: Second Verse of "Eternal Father" with Ground Bass,~ 
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Example 5: Third Verse of "Eternal Father," Suddenly Very Traditional, ~ 
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MELITA seems to chase away the thinning ground bass. The elements 
recede weakened and disorganized. The violins and viola play a variation on the 
hymn tune, one phrase at a time; each phrase is answered in turn by the storm 
elements in generally backward order. Britten even sneaks a fragment of 
SOUTHWELL into the first variation of MELITA: in verse four of "Lord Jesus, Think 
on Me," this phrase carries the text "when the flood is past." The building storm 
had advanced with precise regularity, with rain, wind, thunder, lightning, and 
waves arriving at the start of each four-bar phrase, but the storm ebbs at 
irregular intervals. Because the hymn phrases are two or three measures long, 
the responding elements arrive out of phase with the churning ground bass, and 
have a weakened impact. The ABA structure with its abbreviated third section is 
a psychological masterpiece, illustrating a familiar concept of dread: the storm 
grows as an illusion of a perfectly ordered destructive force, but as the same 
elements scatter and retreat, they become less worrisome. The distinctive fat 
raindrops played by the slung mugs at 1§2] bring dread; their return at~ is a 
moment of sweet reprieve. The cry for help of "Eternal Father" has sapped the 
strength of the storm and eased the panic of the animals. 
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Example 6: MELITA, SouTHWELL, and Ground Bass as the Storm Recedes 
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Example 6 (cont.) Recorders (the "wind") out of phase with ground bass. 
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The grueling storm finally ends at ~with the last raindrops from the 
slung mugs, and a necessary and distinct change in character comes along. As 
the animals in the ark sleep, a new scene of chamber dimensions takes shape: 
two dance sequences for the raven and the dove, each accompanied by a little 
quartet or sextet. Around these dances, Britten keeps transforming the ground 
bass theme, which persists in the viola, violin, and even Noye's vocal part. These 
statements gradually grow further from the original menace, continually 
sweetened by inversion, register, and augmentation. 
The raven's cello solo, starting at rehearsal 97, is a delightful bit of 
imagination. Short bursts of movement travel up and down a minor third, 
repeatedly altering the middle note from raised to lowered and back again; this 
recalls how Britten lowered the middle note of the leitmotif for Noye' s family in 
the Gossips scene. The phrase groups are off-balance, with the consequent 
phrases extended as if the poor bird is just getting its wings back and cannot 
fathom where to fly. Finally, as the raven flies into the distance, a more regular 
phrase rhythm emerges. The solo does not rest merely on such dramatic devices, 
though; the unbalanced section(~ and following) is a variation on MELITA's 
third line ("who bidds' t the mighty ocean deep") with alternating minor thirds 
and minor seconds. The regular rhythm of~ is entirely built on chromatic half 
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steps, evoking the fifth line ("0 hear us when we cry to thee"). 
Example 7. The Raven' s Dance, Echoing M ELITA (D-C#-E-D), ~ 
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M ELITA and its spinoff, the ground bass, have dominated the proceedings 
for a massive central portion of the score, all the way from ~ to I!QZI. The 
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timpanist continues rolling a low C, the last remnant of the storm, twenty 
measures into the joyful Alleluia. For the listener, the flood sequence occupies 
about a quarter or a third of the opera; the textural changes, from a resounding 
tutti to a gentle quartet, keep the repetition from growing tiresome. 
Hymn 3: TALLIS ' CANON: "Go Forth and Multiplye" 
The third and final pillar of the opera is "The Spacious Firmament on 
High," sung to the tune TALLIS' CANON. Text and tune originated with prominent 
Englishmen Thomas Tallis and Joseph Adddison. Like Noye's Fludde as a whole, 
the hymn tune is especially useful because of its simple yet inspired construction. 
Taken as a group, Britten's hymns are amenable to young singers and players: 
the mostly stepwise canon in the violin-friendly key of G major; the minor, 
modal melody that is entirely stepwise (save for the minor third, which then 
becomes a leitmotif); and a slightly chromatic hymn written in C major. 
Britten was attracted to canons throughout his life not only in formal 
compositional settings (for example, the memorable canons in A Ceremony of 
Carols, "Old Abram Brown," Saint Nicolas, and Spring Symphony) but also as a 
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youthful exercise or game.143 TALLIS' CANON is especially apt for the final scene of 
Noye's Fludde: the eight-part canon is a response to God's instructions "beastes 
and all that can flie I Out anone they shall hye I On earth to grow and multiplye I 
I will that soe yt be." Such multiplication is musically represented by 
overlapping singing. 
Before such a point is reached, though, Britten shapes each of the six 
stanzas to reflect the text. Verse one, at \113~ describes the spacious firmament, 
the ethereal sky, and the spangled heavens. The accompaniment is smooth: quiet 
counterpoint in the strings and periodic clangs of the handbells, repeating the 
clusters that had helped usher in the new G major section, are played over an 
unobtrusive D pedal. When the sun appears (both physically on stage and 
figuratively in the text) in verse two, the pedal moves, surprisingly, to the third 
scale degree B. The subtle change initiates a sweeping sense of motion, soon to 
include all the heavenly bodies. The bugles, which have been sounding in the 
transitions between verses, now lead an unexpected change to F major to greet 
the moon. "The moon takes up the wondrous tale" through three-part recorder 
chords at \115~ oscillating far above the bass pedals that move irregularly from 
scale degree two to three, as the widely spaced elements seem to spin in their 
143 Bridcut, Britten's Children, 22-23. 
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own orbit. In verse four, the stars and planets "confirm the tidings as they roll" 
in two-part canon, adding to the sense of motion. 
All the swirling and spangling is abruptly stopped, though, in what Evans 
calls "the only jarring note in Noye's Fludde. "144 A harsh, overdone modulation 
(marked "very lively and freely") is performed on the full organ, one of the few 
times that the organ appears in a solo context. This is the moment where the 
congregation is invited to stand to join in the rest of the hymn. Is there a bit of 
parody in this discordant transition? Evans suggests that Britten was blatantly 
reminding the listeners that they were in church, or perhaps that he was just 
making fun of church organists.145 Graham Elliott agrees: "This artless passage is 
an example of Britten's gentle humour in recalling the rather heavy-handed 
modulatory exercises beloved of some organists in their attempts to urge a 
dilatory congregation into action." 146 Humphrey Carpenter says, "He seems to be 
portraying people who attain a sense of godliness (G major) .by repressing their 
real natures."147 Whether intentionally humorous or not, the vigorous passage 
144 Evans, 281. 
145 Ibid. 
146 Elliot, 69. 
147 Carpenter, 381. 
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undeniably broadens the hymn from undulating duets to powerful tutti. The 
organ brings all of the orbital motion to a complete stop so that the entire 
assembly can sing in majestic four-part harmony, "What though in solemn 
silence all I Move round the dark terrestrial ball I What though nor real voice nor 
sound I Amid their radiant orbs be found." The melody lies in the tenor voice, all 
instrumental counterpoint ceases, and all strings and keyboards move together 
in stately procession. 
Example 8. Jarring Organ Passage, seven measures before I!!ZI 
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The final verse of "The Spacious Firmament" finally realizes the potential 
of the hymn tune by unfurling the eight-part canon as an orderly recessional for 
the flood survivors. Around it Britten creates a wondrous and distinctive sound-
world. The bugles and recorders, with prominent F-naturals, are operating in G 
Mixolydian. The handbells peal in B-flat pentatonic with a prominent high B-flat; 
they are assisted in the latter half of every measure by first piano, which starts 
each measure inC pentatonic, undergirded by the C of the timpani. Meanwhile, 
the strings, second piano, and voices all play the G major canon, whose 
regularity of pitch and rhythm give the scene a feeling of ostinato. Indeed, the 
rest of the orchestra accompanies the canon with eighteen identical measures. 
Most scholars credit Britten's recent introduction to the gamelan, and this 
moment certainly has a non-Western sound to it.l48 Rather than avoiding half-
steps through the safety of pentatonicism, however, Britten creates a way for B-
flat, B-natural, F-sharp, and F- natural to all exist in a non-jarring environment. 
Philip Rupprecht calls this technique "tonal stratification," and the 
overwhelming feeling of spaciousness allows each element to proceed in a type 
of distant harmony.l49 In the newly re-created world, the inhabitants all have 
148 Mervyn Cooke, Britten and the Far East, 231. 
149 Phillip Rupprecht, "Tonal Stratification and Conflict in the Music of Benjamin 
93 
individual characteristics but are cooperative; orbital paths become canonic 
entrances. 
Britten" (PhD diss., Yale University, 1993). 
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Example 9: Orchestral Ostinato with TALLIS' CANON, two measures before lnsl 
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Here, the animals, divided into their originalgroups, each group led by one of the childJttJJ or fl..frs. Noye. walk slowly out in procession. 
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II. Tonality in Large and Small Dimensions 
From a tonally motivated composer such as Britten, it is no great surprise that 
an extended work that begins in E minor would conclude in G major. Did it carry 
symbolic weight? Several scholars have commented on the nature of key centers 
in Britten's work as a whole. 150 Evans extends this characteristic to the journey 
from relative minor to major in Noye's Fludde, calling it "symbolic of the change 
in man's state through which the story has led us." 151 Mellers seems to be the 
first, calling E minor "the key of pilgrimage" and G major "the key of harmony 
between man and God."152 This large-scale tonal journey of a minor third, 
whether symbolic or not, is manifested in smaller dimensions by manipulations 
of intervals, so that minor thirds pervade nearly all of Noye's Fludde. 
The opening notes of Noye's Fludde are indicative of the path ahead: after a 
tonic roll, the orchestra crashes in parallel triads from G major through F-sharp 
minor to E minor. Given Mellers' s tonal parameters, here is mankind falling out 
of the grace of God and into the need of redemption, punctuated by the timpani's 
jarring tones of conflict. 
150Allen, 280; Mervyn Cooke, "Be Flat or Be Natural? Pitch Symbolism in Britten's 
Operas" in Rethinking Britten, ed. Philip Rupprecht, 102. 
151 Evans, 282. 
152 Mellers, "From Magic to Drama", 423. 
97 
The falling minor third is the first plea of the opening hymn and will become 
the leitmotif that saturates the first half of the opera. The leitmotif is hurled about 
while the family tries to coax Mrs. Noye onto the boat. Her obstinate D-sharps 
will simply not reconcile with the E minor of pilgrimage; only when the C minor 
of the waters consumes her D-sharp into an E-flat can she be saved. 
The key of the flood itself is C, chromatic but neither major nor minor. The 
family sings its E minor petition of pilgrimage over the flood at~· Minor thirds 
are everywhere in the ground bass; E is the key of pilgrimage and C the 
purifying flood, the two key areas linked by the prevalence of minor thirds. 
MELITA's third phrase is dominated by major thirds, but the powerful third 
phrase ("Who bidds't the mighty ocean deep") matches the minor thirds and 
minor seconds of the ground bass. 
When the storm subsides, the floodwaters linger, and the pilgrims await a 
sign of salvation. The ground bass is modulated and sweetened, but the minor 
thirds remain as long as dry ground eludes them. The raven flight wanders up 
and down the minor third irregularly with no resolution found. 
Finally, a significant intervallic and tonal break happens at the same moment. 
When the dove arrives, with a sudden A-flat major at !100~ the pilgrims hover 
right on the edge of their goal of G major. The prevailing minor thirds finally 
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yield to stepwise motion in the dove's cooing flight. When the ark is finally 
grounded, the animals exit singing an Alleluia that is stepwise, with one 
prominent minor third. Are they still awaiting God's benediction? The closing 
TALLIS' CANON is full of steps, perfect fourths, and perfect fifths, and even closes 
with the major relative of the opening leitmotif: "The hand that made us is 
divine" finishes with mi-re-re-do. 
The tonal journey from E minor through C to G major must pass through the 
prominent influence of the bugles in B-flat-a common key for bugles, but not 
their only one. A tritone distant from the first hymn and the minor third of the 
last (major key) hymn, B-flat is quite a diversion. Claire Seymour views the B-flat 
bugles as the unchanging natural state of animals (in opposition to human 
pilgrims seeking redemption).153 Musicologist Mervyn Cooke, more 
convincingly, examines the central role of B and B-flat keys in many Britten 
works. "Three institutions in Britten's operas readily call forth disciplinary music 
based on B-flat: the military, the law, and the church." 154 The commandments 
from the Voice of God fulfill two of these categories. Cooke's construct not only 
explains the selection of B-flat bugles but also demonstrates again that Britten 
153 Claire Seymour, The Operas of Benjamin Britten: Expression and Evasion 
(Woodbridge, Suffolk: Boydell Press, 2004), 217. 
154 Mervyn Cooke, "Be Flat or Be Natural?," 106. 
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did not treat Noye's Fludde as radically different from his other operas. There is a 
similar affirmation in the "roll call" that introduces Noye' s children. It starts and 
ends in A major, which Cooke suggests represented youth in Britten works for 
nearly his entire career.155 
Any attempt to draw meaning from the mere presence of minor thirds is 
shaded with doubt. Britten did not write the hymn tunes or dictate their 
intervallic content. He did select the tunes, however, and was clearly both 
capable of and prone to such subtle distinction. Beyond the great care he 
attached to the symbolism of key areas, he also demonstrated a tendency toward 
symbolic numerology. The dominance of fives in War Requiem, composed soon 
after Noye's Fludde, is one example: instrumental quintuplets, 5/16 time 
signatures, and the choral chant "Agnus Dei" outlining two juxtaposed perfect 
fifths that create a diminished fifth. 156 The prevalence of minor thirds in Noye's 
Fludde perhaps echoes Mellers' s description of more complicated tonal symbols 
in War Requiem. Mellers doesn't know if Britten had knowingly designed them, 
l 55 Ibid., 102. 
156 Wilfrid MeTiers, Celestial Music? Some Masterpieces of European Religious Music 
(Woodbridge, Suffolk: Boydell Press, 2002), 210-211. 
100 
but suggests that "given his' cleverness', it is possible he did; in any case, his 
genius lies in their happening."ls7 
ill. Asian Inspirations 
The unorthodox setting of the third hymn highlights a style feature of 
Britten's that was in its early stages: his fascination with Asian music and drama. 
The year before he began work on Noye's Fludde, Britten and Pears embarked on 
a long tour that included significant time in Asia. Phillip Reed, lead editor of 
volumes four through six of Letters from a Life, maintains that the trip coincided 
with a period of introspection for the composer: "the timing of the world trip he 
and Pears made in 1955-1956 coincidentally came at the very moment when 
Britten was contemplating what direction his music should take." 158 Prominent 
Asian features in a half dozen major works of the late 1950s and 1960s support 
Reed's contention. The gamelan orchestras in Bali and the Noh drama of Japan 
were to have long-lasting effects of Britten's music, intensifying some latent 
features and inspiring new directions. The ballet The Prince of the Pagodas was the 
first major work completed after the trip, and Noye's Fludde the first opera; both 
157 1bid., 214-215. 
Iss Reed, Cooke, and Mitchell, Letters, vol. 4, 7. 
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clearly demonstrated a fascination with Asian tones. 
Britten was hardly unacquainted with Balinese music; in his American 
period he had lived and worked close by Colin McPhee, the Canadian composer 
who was among the first Western champions of gamelan music. In 1941, the two 
composers recorded Balinese Ceremonial Music, McPhee's transcription for two 
pianos. Here again is an example of the long-meditating composer as described 
by Mitchell; the gamelan did not seem to seize upon his musical imagination 
until he saw it for himself fifteen years later.l59 After hearing the gamelan 
orchestras in Bali, Britten would long be fascinated by extensive percussion: large 
percussion bands (sometimes free, unmetered, and written in non-standard 
notation) can be found War Requiem, Psalm 150, The Children's Crusade (1969) and 
Death in Venice. 
His gradual appreciation for Noh drama was a similar circumstance, and 
Britten's librettist William Plomer had urged him several times to become 
familiar with the form.160 Despite his few forays into an Asian sound world (for 
example, Quint's celesta music in The Turn of the Screw), in 1959 Britten wrote to 
159 Mitchell and Reed, Letters, vol. 1, 6. 
160 
"It seems that Plomer' s roles in shaping Britten's interest in Japanese culture 
was analogous to McPhee's in the sphere of Balinese music." Cooke, Britten and the Far 
East, 116. 
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Plomer that "I can't write Japanesy music," indicating from the beginning that 
his Asian music fascination was about finding techniques and concepts that 
could profitably be combined with Western traditions.161 Looking back from a 
decade's distance, he said: 
The Noh plays went straight to my heart[ ... ] they are the most stylized, 
crystalized form of art that I can think of and they have influenced me 
very directly. When I saw the play, Sumidigawa, the story of the mother 
looking for her lost child, I immediately felt that it was not only a 
wonderful story that had importance for us in the West as Christians, but 
also that the actual form in which emotions were conveyed could be most 
useful and something we opera composers could learn from. 162 
The influence of Noh drama on Britten's music is more subtle than that of 
the gamelan. Rather than specific melodic or instrumental ideas, conceptual 
matters of Noh drama are brought to works such as Curlew River and the other 
Church Parables. Scoring and casting provide rough approximations or homages 
to their Japanese roots: all-male casts and the Western flute, harp, and chamber 
organ masquerading as the shakuhachi, koto, and sho. Cooke, author of Britten and 
the Far East, points out that the four stagehands of Noye's Fludde do work similar 
161 Matthews, 134. 
162 Ruby Mercer, "An Interview with Benjamin Britten," Opera Canada 8, no. 4 
(Dec. 1967), quoted in Paul Kildea, Britten on Music (Oxford: Oxford University Press, 
2003), 308. 
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to that of the koken of Noh drama.163 
Britten's pentatonic procedures demonstrate his adoption and conversion 
of Eastern techniques. The percussion throughout Noye's Fludde is not 
particularly Balinese until the interlocking ostinati of handbells, piano, and 
percussion in "The Spacious Firmament." This gamelan-like texture is indeed 
pentatonic, if in a slightly complicated manner; one piano moves from C 
pentatonic to B-flat pentatonic in each measure. The prevailing characteristic of 
the anhemitonic pentatonic scale, specifically its lack of half steps, is undone by 
the presence of G major and G Mixolydian in the rest of the ensemble. Britten 
created many half-step relations at once, undermining the expected effect of the 
pentatonic instruments. 
Earlier, before the overtly gamelan-like section of the opera, Britten used 
pentatonic organization in a manner both subtle and pervasive. An example is 
the "roll call" song starting at rehearsal 7. Although essentially in A major, the 
tune avoids G-sharp and places great emphasis on the sixth degree of the scale.164 
This type of pentatonic allusion helps create what Britten called the "na.lve 
163 Mervyn Cooke, Britten and the Far East, 161. 
164 Evans, 275. 
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medieval" sound of Noye's Fludde. 165 Though neither truly medieval nor truly 
Asian, the manipulation of the pentatonic scale delivered that impression. 
IV. Compositional Forms 
Five years before Noye's Fludde was completed, Imogen Holst's essay 
"Britten and the Young" cited his work in Friday Afternoons: 
The frequent use of repetition is the result not just of the practical need for 
simplicity and economy, but also of knowing that children have an 
insatiable appetite for repetition and that they will seize hold of it, as in 
'Old Abram Brown', with a dramatic seriousness of purpose that would 
put most opera choruses to shame.166 
Along with these two motivations (first that children needed repetition for 
technical reasons and second that they desired repetition because if was 
satisfying) perhaps there is a third for Noye's Fludde: that Britten also desired 
repetitive forms. One who would compose in repetitive or technically limiting 
forms out of sheer necessity is likely to achieve a grudging result; Britten, 
however, relished the art and logic of passacaglia, theme and variations, 
retrograde and inversion, and canon throughout his career. The music to which 
165 Reed, Cooke, and Mitchell, Letters" vol. 4, 579. 
166 Imogen Holst, "Britten and the Young" in Benjamin Britten: A Commentary on 
His Works from a Group of Specialists, ed. Donald Mitchell and Hans Keller (New York: 
Philosophical Library, 1953), 279. 
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Holst was referring had been written two decades earlier. He employs these 
favored devices with craft in Noye's Fludde. 
Passacaglia 
The story of Noah, as one of two dozen plays in the Chester cycle, is not a 
long entertainment. Britten's additions to the Chester libretto elevate the story to 
a major work: the hymns, the choruses, and the extended central passacaglia. He 
demonstrated a fondness for the passacaglia throughout his career; famous 
creations include those of Peter Grimes and Serenade for tenor, horn, and strings. 
He also tended to employ the passacaglia as the last movement in multi-
movement forms, as in his Violin Concerto (1939), Cello Symphony (1963), and 
the Second and Third string quartets (1945 and 1975). 
A twentieth-century master of this old form, Britten put his skills to good 
use in Noye's Fludde. The storm is crucial to the dramatic pacing; almost entirely 
instrumental, it gives an important dramatic role to the orchestra in the opera 
with no overture. Like so much about Noye's Fludde, the storm passacaglia is 
simultaneously understandable for young and new listeners (filled with colorful, 
programmatic writing of winds, waves, raindrops, and thunder and lightning) 
and also impressive in its formal design. 
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The ground bass itself, as shown in Example 3, is four bars long.167 
Chromatic and sinewy, it maintains C major through repeated Gs, reinforced by 
the timpani. Each measure's descending figure starts a tone higher in the next 
measure, with omnipresent minor thirds. The final measure of the ground winds 
its way down a tritone, returning to C to begin the next statement. 
Over this arresting ground bass proceed the elements of the storm: first a 
recitative, then an ensemble petition (referring to SOUTHWELL), then instrumental 
depictions of raindrops, wind, thunder and lightning, great waves, and flapping 
rigging. During this buildup of the storm Britten's discipline is notable: through 
fourteen statements, the ground bass never changes, but only grows more 
ferocious through the use of crescendo and thickening instrumentation. Mellers 
associates it with God's unchanging law.168 Nor does any storm element violate 
the four-bar boundary set by the ground bass, with one exception: the 
SOUTHWELL petition, whose last phrase occurs in the first bar of the ground, 
thereby underlining the leitmotif of a minor third that has pervaded the first 
twenty minutes of the opera. 
Finally, at~ the ground bass changes. The ripieno bass and second piano 
167 Page 77. 
168 Metiers, "Through Noye's Fludde," 158. 
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play an inversion, moving downward by step at each successive measure, 
and the accented G becomes an accented C. The rest of the ensemble 
begins an inexorable, chromatic rise from C major to complete the passage 
marked "the panic of the animals." A shrieking sound moves up two 
octaves over the course of eight measures, indicating the height of the 
panic and finally reaching high C, which calls forth the hymn. "Eternal 
Father" brings the recorders and strings back to earth, moving downward 
in the same chromatic manner. The ground bass resumes its original rising 
figure to maintain its opposition to the rest of the ensemble. In other 
words, Britten is in complete control of the ground bass and likely could 
have had it run forty .times without altering it. Seasoned operatic 
composer that he was, however, he recognized an opportunity for a 
dramatic and musical alteration, one that might not even be noticed when 
first heard. Furthermore, despite his ability to create an unchanging 
ground bass, the circumstances of the story demand greater alteration as 
the storm disperses. 
108 
Example 10. Ground Bass Inverted,~ 
"' ~ 
~ 
0 
t:i 
"' 
Reo 
limp 
Pen:. 
Pft. 
01!1-
(Pod.) 
Vl.l 
Vl.2 
Vlo.. 
V o. 
Db. 
Rll' 
SIR. 
If"- -- - ----- - - --- ----- ----- ------------ - - --- - -- ----·---·------------------- - ----------------- -- --- - - --- --- --- , 
--._ 1@ . I ' ' 
WindMoch. 
t 
- ~ 
··;;----= 
!'; 
·= 
• J 
JJ 
•J 
.. H, . ..o ,bQ. H~R bd 1 ...J . ;j 
> 
p 
I 
mf 
Tamll. 
===~-=== 1 
pp crr-:. 
p CrJ'C::. 
qp:- bp. 
·mf a.'wq:-:: crrx. 
H- ~ . 
·-
·' J 
... . bp.• 
)-=-... --·- -----.::::: 
----~==~======== "'f 
-· 
~--··-
'"' 
+ Db. arco 
(8b.) 
mf 
"'f a/1~)'SCrt!SC. 
h 
mf >tll iU )'SCf'CS::. 
d., 
••; '"' 
mf ;,/wa;.-scr('::;. 
... • · 
,. .  
'. 
-
(16ft.~ 
f'• 
__£_ 
Vc. ll ~ 
pizz. 
Re:c. 
Ttmp. 
Pm:. 
Pft 
Org. 
(Ped.) 
VLl 
Vl. 2 
v~. 
RIP. 
SlR. 
~ ·; h.d =; 1 I'' 
-· ; 
Wind Moch . 
.II 
I " 2 
Tamb. 
~t---4- 1 
Cym. 
Jl 
-
" 
v- h-.2 b ... 
~  .,~ "· . . H 
·-
J J J J J 
! 
_ _h. 
,_ 
:;J. ' 
~ ~- b.a.-
.$: 
i 9 } ,~ 
~ " . 
•-' 
,________,___, 
~ 
' 
i •J J 
I 
h 
-
~ J.a. ' h p_ n 
•-' 
h~ 
--------
109 
;1 
,;:==; ·;:==; d 
> > 
crv,;:. 
--"'J.. 
--EM: 
---p_ q~- ~~ 
-
' 
~ '~ - - - M. b.~ 
·' 
) J 
' 
J ) J J J J J 
··-+- - - - ;o-
> 
-- ·-
-
;;. ,.. ~ . 
> 
-
.J. ... ___ .,. 
«!_ ~:;J_ · 
~ 7-
P.· b-.2· b,., !::>-· b,. . 
J J J 
.. 
J ~, 
·' 
' 
I 
-·-
J----' J J I 
v! I 
... 
-=--= 
p_ .b.., Po. " · b, 
'""" 
. 
l______j I 
;;j i 
> 
110 
1)"-l----- -- --- --- - - --- ---- -- -·-- --·- - ------- - -- -- - - - -:---------------- - --- ---------- ----- ------ - -- - -- -- -- -- - - - , 
·-~~ " ~ ~ ~~ ~ . 
' 
I 
! ?o S.D. t 
f 
! -
: 
~ 
: ; 
I 
.:._____-ALLtl1c CAST f ~ ki;~ 
-J==- I j .I j rr-
I i!J>. e: §];. •" Fn th~r. i. , ~- .,_. op_-p_• P-· 
VL! 
g--· 
~ k>· ~- ..... ~-
1!1 Vl . 2 
~ - J .If 
~ VIa. 
•-' 
~, 
.If 
'-------.1 
I, 
-----
1"1 
Vc. 
Db. 
~ ~ 'j ff R!P. : ; I! ! , ~, ; sm. , ) ····'-· -· .. I . r------- > 
111 
The pivotal third verse of "Eternal Father" features a dramatic change of 
texture. The disappearance of the ground bass after eighty-four measures makes 
the organ-accompanied hymn sound almost a cappella. 
Before this dramatic interruption, the ground bass has sounded twenty 
times. It resumes at~ with seven more literal statements of the ground, 
accompanying the receding storm as before. The passacaglia theme is persistent, 
though; even when the scene shifts away from the storm to the dance sequences, 
Britten uses the ground as the basis of interpolations among the recitatives. 
N oye' s first recitative after the storm is itself a variation of the ground. 
Connecting the storm to the dance sequences, the recitative at ~ is another 
example of the sectional linkage that Evans cites. (It also recalls "Dirge" from 
Serenade, in which Britten assigns the ground to the tenor.) Instrumental 
variations of the ground appear first in the viola and then in the first violin, 
gradually sweetening by means of register, inversion, and tonality. The variation 
at l1o3l uses only six tones in an A-flat environment; at !106~ the violin and cello 
augment their eight-tone variation; and finally, before I!QZJ, the violin is stuck on 
the first three-note figure, repeating it three times in the process of modulation to 
B-flat. Soon the bugles will return to sound the exit from the ark. 
Returning to Andrewes' s proposition that the artist not compromise 
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technically or artistically when writing for children, the central role of 
passacaglia in this opera confirms Britten's regard for Noye's Fludde as a 
legitimate piece to stand alongside Peter Grimes, The Rape of Lucretia, The Turn of 
The Screw, and Billy Budd, which all feature important passacaglias, too. The · 
pervasive early conception that Britten was "too clever" is reflected in his ability 
to add an unexpected element to his contrapuntal or formal designs.169 In the 
Serenade, he assigns the passacaglia to the tenor voice and complements it with 
an instrumental fugue. The finale of Variations on a Theme of Frank Bridge contains 
five additional quotations from his teacher's work. In The Young Person's Guide to 
the Orchestra the composer concludes with a speedy fugue that somehow makes 
space for the original Purcell theme to sound in the low brass. Regarding the 
passacaglia in Noye's Fludde, composer Darrell Handel cites the interruption of 
the ground bass by the hymn tune as the "twist."170 Britten constructed the 
ground bass to be counterpoint to the hymn tune for two verses. A simpler 
alternative, allowing an interruption of all three verses, would be less satisfying. 
l69 Mitchell and Reed, Letters, vol. 1, 6-7. 
170 Darrell Handel, "Britten's Use of the Passacaglia," Tempo new series 94 
(Autumn 1970): 2-6, accessed November 9, 2013, http://www.jstor.org/stable/943210. 
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Theme and Variations 
Britten composed at least a dozen works using theme and variation form 
in his instrumental, chamber, opera, and choral works. Noye's Fludde is largely a 
series of connected strophic pieces, starting from the foundation of the three 
hymns. Added to these are the passacaglias-one large, one small-with 
characteristic periodic regularity. Importantly, then, when Britten organized a 
section as theme and variations, he often altered the length of phrases in each 
variation. The resulting asymmetry provided a necessary departure from the 
regularity of the hymns and passacaglias. 
The "roll call" song, starting at~ introduces each of Noye's family 
members with a theme derived from his recitative several measures earlier. This 
is standard expositional behavior for the stage, but also a catchy thickening 
structure, as each additional soloist is caught in a game of canon and echo, 
creating what Erwin Stein called "a quartet for six voices singing in unison." 171 
The melodic variation here is minimal, but each variation extends the phrase by 
one measure. At§ the music becomes even less regular with the addition of 
meter changes. Through a series of what Evans calls "the most unapologetic of 
modulations," Britten maintains forward motion by spinning the ensemble 
171 Stein, 7. 
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through a harmonic circle: A-B-A-flat-B-flat-G-A.172 
The Kyrie entry march, starting at~ is another theme with variations. 
Britten surrounds the theme, in this case the two-note Kyrie of the animal chorus, 
with increasingly artful harmonic contexts. The F and E-flat are heard in contexts 
of B-flat major, D minor, E-flat major, and D-flat major. The Kyrie of each group 
is a safety, with repeats ad libitum to ensure that the animals have sufficient time 
to make their entry. The bugles play an important role here, and their interludes 
between each group re-establish any sense of tempo or meter that may have been 
lost in the procession. These interludes vary from two to three to six measures, 
avoiding strophic regularity. 
Its later counterpart, the Alleluia, begins with a simple bugle call and a 
limited-range vocal line. The line becomes antiphonal, is then overlaid with a 
countermelody for the professional children, and ultimately goes through a 
rhythmic diminution: 3/2 becomes 2/2, which becomes 3/4, which then becomes 
1/2. Throughout, the music has a Lydian flavor, but Britten has kept the raised 
fourths, the most characteristic but most difficult element of the mode, away 
from the youngest students. Only Noye's family and the professional 
instrumentalists play E- naturals. 
172 Evans, 276. 
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Retrograde and Inversion 
Noye's Fludde is tuneful but still wraps modem compositional techniques 
into its ancient story. Britten included elements of twentieth-century music, 
much like vegetables mixed into brownies, such as the sections of polytonality 
and dodecaphony detailed earlier. Britten also illustrated retrograde and 
inversion in direct yet charming ways. 
The set of slung mugs is a do-it-yourself percussion instrument that 
Britten more or less invented for Noye 's Fludde. 173 The mugs harnessed the energy 
and creativity of the percussionists and charmed listeners; however, their part 
was not superficial. When doubled by the first piano, the resulting distinctive 
timbre portrays the raindrops at the onset of the storm at~· The initial quarter-
note figure rises in whole steps with the ground bass. The corresponding section 
at~ descends by whole steps to G, accompanied by a gentle version of the 
ground in the violin. The more complicated eighth note phrases, which 
commence with A-B-C at 5], are inverted to A-G-F at~ and following (see 
Example 11). The return of the slung mugs and piano coincides with the first 
rhythmic break of the ground bass rhythm. At this important textural moment, 
the sweetness of the mugs and the high strings brings palpable relief. 
173 See page 185. 
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Example 11. The Slung Mugs Theme, 5] and in Inversion, ~ 
Closer together and perhaps more easily recognized are the two flights of 
the dove. The outbound and return segments are portrayed by the solo recorder, 
supported by first piano, upper solo strings, and triangle. Commencing at !101~ 
the flutter-tongued cooing and graceful scalar passages last forty measures. After 
Noye' s intervening recitative, the dove's return flight is a literal retrograde, 
delivering the olive branch into Noye's hands. 
About a similar moment in an unrelated work, Britten once said, "my 
Nocturne opens with a long vocal melisma descending, and it closes with its 
inversion ascending, but I would consider it no great virtue consciously to know 
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that. All that is important is that the composer should make his music sound 
inevitable and right; the system is unimportant."174 The dove's flight does indeed 
sound inevitable and tuneful and pleasantly contrasts the material before it. A 
master craftsman, Britten makes the potentially didactic illustration secondary to 
the pleasing sound. 
Likewise, throughout all of the structures built on repetition (passacaglia, 
canon, strophic hymn, and thickening variations), Britten accomplishes musical 
and educational goals at once. The young performers and the congregation are 
often singing in polytonal and cross-rhythmic environments; without alienating 
them, Britten put twentieth-century modes in their ears. This method resembles 
his technique in his folksong settings, where Britten often treated the tune with 
the utmost respect and conservatism while using the piano accompaniment to 
package the tune in a new way or comment upon the folksong itsel£.175 During 
"The Spacious Firmament on High," polytonal adventure surrounds the 
conventional, centuries-old canon tune. Composer and Britten protege Robert 
Saxton cited this hymn to sum up Britten's approach, saying "There's not a dry 
174 Murray Schafer, British Composers in Interview (London: Faber & Faber, 1963), 
quoted in Kildea, ed., Britten on Music, 229. 
175 For instance, "The Ash Grove" from Complete Folksong Arrangements, ed. 
Richard Walters (London: Boosey & Hawkes, 2006) and, although not truly a folksong, 
"There Was a Monkey" from Friday Afternoons (London: Boosey & Hawkes, 1935). 
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eye in the house, and there's not a note of Britten being sung!" 176 
Example 12. The Dove's dance, four measures after l102~ returns in retrograde 
fifteen measures after 11041. 
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V. Structural Analysis 
The following structural analysis is in the style of Julius Herford.177 Usually 
done by hand, I have adapted it for clarity in the current format. The graphs 
themselves are minimal, indicating formal divisions and important structural 
176 Bridcut; Britten 's Children, 239. 
177 Harold A. Decker and Julius Herford, eds., Choral Conducting: A Symposium 
(Upper Saddle River, New Jersey: Prentice Hall, 1988), 199-265. 
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features. Following each graph is a text-only collection of that section's style 
features. I have divided the continuous opera into fourteen sections according to 
the musical material. The length of the sections varies widely, from eleven 
measures of connecting recitative to 167 measures of the Gossips scene. 
Lord Jesus, Think on Me start to~ 
God's Instructions ~~ ~ 
Roll Call Song ~ to I!ZI 
Connecting Recitative 
Building the Ar~ij to~ 
The Argument to ~-
Kyrie~to~ 
Fetching the Mrs. ~to jg 
Storm0o~ 
Flight of the Raven 5 to ~ 
Flight of the Dove 9 to ~ 
Alleluia l10sl to 111 
The Spacious Firmament l111l to l119l 
The Blessing l119l to end 
The graph should illuminate a few points for conductors: the large 
strophic forms that provide the foundation with periodic regularity; the 
recitatives, which are by nature the opposite; and the variations, which are 
consciously irregular or additive or both. Because of the preponderance of 
strophic forms, the structure of Noye's Fludde is not the primary challenge for the 
conductor. The unusual orchestration and the coordination of amateurs with 
professionals are likely to demand more attention. The structural challenges that 
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do arise are unusual. For example, the graph found on page 161 is certainly 
unique. The management of an eight-part recessional canon that includes the 
audience while the orchestra plays eighteen identical measures in ostinato 
requires a strategy. If the singers require careful attention, the orchestra may 
need to rely on the concertmaster or subconductor. 
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Section One: Opening Hymn 
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Form: strophic. Four verse hymn plus introduction, which is a playthrough of the 
hymn harmonization. 
Tempo: "Majestic" quarter= 66-72. 
Rhythmic organization: 2/2 time signature, with periodic 3/2 measures 
corresponding to the hymn tune. 
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Harmonic organization: E minor, with prominent F naturals in the timpani. 
Third verse [2] features programmatic bass line, rising on e melodic minor scale 
{"when flows the tempest high") 
Motive: timpani E-B-F (descending) clashing withE minor; represents imbalance, 
evil, out-of-kilter. Tutti motive G-F#-E (opening melody of hymn tune, filled out 
by triadic chords) is dramatic lff, accented). 
Orchestration: Tutti orchestra, except for handbells and bugles; congregational 
singing. 
Texture: triple stops for string quintet. Prominent timpani rolls. 
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Section Two: God's Instructions 
[ 4] to [7] 36 measures 
Form: recitative (spoken and sung) 
10 
4 
i 
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3 ' 3 ' 
Rhythmic organization: 2/2, starting with a sense of four. Downbeat fermatas for 
recitative, occasional interpolated measures, and timpani pulses. 
Tempo: no indication given. Slow accelerando, marked by timpani, lasts 22 
measures. (destination quarter= 100-104). 
Harmonic organization: revolves around E - evil motive gives way to ALL e, and 
eventually (ii-V-VI) of e. 
Motive: E-B-F environment continues, eventually becoming only E. 
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Orchestration: Timpani, tam-tam, bass drum, pianos, and quintet (minus first 
violin). God (speaking only) and Noye (speaking and singing). 
Texture: Spoken sections dominated by percussion, with timpani marking pulse 
of long accelerando. The two vocalists have overlapping, unison spoken parts- as 
if Noye is reading aloud while God fades. Entry of strings marks Noye's 
conversion from speaking to singing. 
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Section Three: Roll Call 
[7] to [17] 80 measures 
Form: Noye' s quasi-recit gives way to additive variations. Each character 
appears with a variation of Noye's last phrase- and stays on stage, building the 
ensemble from solo to duet and ultimately to sextet. 
Rhythmic organization: 212, with occasional312 interpolations (in a similar 
manner to the opening hymn). Half note tactus throughout, until the last 
variation goes to 618. 
Tempo: "Quicker" quarter= 100-104 I "Quick and excited" I "slower" quarter= 
80-84 (mock-lamenting) I "Very quick" dotted quarter= 144. 
Harmonic organization: A major. A harmonic cycle is brought about by brash 
modulations after each variation: A-B-Ab-Bb-G-(f#)-A. The relative minor f sharp 
is for the start of Mrs. Noye' smocking variation [15], which eventually makes its 
way to the expected A major [16]. 
Motive: Noye's last phrase 
Orchestration: Quintet, pianos, recorder solo, timp, snare, bass drum, 
tambourine, triangle. Mock-lamenting cello solo at [15]. Entire Noye family, 
gossips. 
Texture: "quartet for six voices". Instrumental parts crisp and rhythmic. 
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Section Four: Connecting Recitative 
[17] to [18] 11 measures 
Form: recitative 
Rhythmic organization: 4/4 
Tempo: "quick recitative" 
-- · ------- . 
i 
2 
; . --j--------·· -· ~ ·.~ ~- .. -·-··· 
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Harmonic organization: Moves from A major to settle around C 
Motive: opening utterance is related to the theme of the last section 
Orchestration: Piano 2 and Noye only 
Texture: Sparse; recitative. 
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Section Five: Building the Ark 
[18]-[27] 102 measures 
Form: verse I passacaglia 
Rhythmic organization: Mainly in 314, but always with two (or more) 
concluding measures in 414. 
Tempo: "Moderately slow" quarter= 66-72 I "a little more movement" I "Lively" 
quarter= 112 I "as before". Every verse conclusion (in 414 time) is marked 
"broad", with "as before" at the start of the next verse. 
Harmonic organization: F major throughout, with harmonic thickening in each 
progressive verse. The concluding measures of each verse travel increasingly 
remote paths but always return to F. 
Motive: Minor third leitmotif from the first hymn is important. The concluding 
measures of each verse are actually the successive phrases of SOUTHWELL in 
odd harmonizations. 
Orchestration: Colorful. Tutti orchestra, excepting the organ, bugles, and 
handbells. Ripieno sections have important roles here: five battery percussion 
parts, significant recorder parts, and open string pizzicati. 
Texture: Programmatic thickening. As the section progresses, thicker textures 
signify the increasingly busy construction; three against two and grace notes add 
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to this impression. At [26], the final subsection, the business fades and 
instruments slow and thin. In the small dimension, texture is busy throughout 
the twelve "work lines" of the text, and suddenly sparse for the two "concluding 
lines". This is reflected on stage as the characters stop their pantomime to deliver 
the anxious words to the leitmotif of the hymn. 
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Section Six: The Argument 
[27] - [31] 48 measures 
Form: Recitative in three subsections 
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Rhythmic organization: 3/4, then 6/8, then 4/4 
Tempo: starts in the "building" section tempo, then "quick and vicious" quarter 
= 160 
Harmonic organization: Moves from previous F major to settle on e minor (key 
signature implies b minor, and indeed vocal parts consistently start on B; 
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however, both the pedal E in bass and the return of God, with his E - B - F 
motive, confirm e). 
Motive: God's timpani motive, from section one. 
Orchestration: Quintet, pianos, and timpani. Noye, Mrs. Noye, and God. 
Texture: first recit: Piano 2, as usual, accompanies the first recit in bare octaves. 
The argument recit uses strings and pianos rhythmically in sparse, sforzando 
accents. The timpani's entrance makes obvious the impending return of the voice 
of God. 
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Section Seven: Kyrie 
[31]- [50] 110 measures 
Form: Verse and refrain, or possibly theme and variations? 
Rhythmic organization: 414, with a solitary 312 interloper 
Tempo: "In a march rhythm" quarter= 112-116 I [33] quarter= 120 I [48] 
"Slower" 
Harmonic organization: In a big B flat, starting in d minor and concluding with a 
modulation toG major. At the phrase and verse level, the constant elements of 
bugle parts (B flat major triads) and vocals (F and E flat) are harmonized in 
increasingly creative ways. 
Motive: At [31], string quintet plays SOUTHWELL. After this, the simple "Kyrie" 
figure dominates. Just before [50], Britten makes a historical nod by setting the 
K yrie text in plainchant. 
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Orchestration: Tutti orchestra, excepting the organ, handbells, and recorders. 
First appearance of the bugles. Lots of ripieno string and percussion work. Noye's 
children, N oye, and the first appearance of the animal chorus. 
Texture: Omnipresent march, with "safety" repeats and crazy harmonies 
everywhere. One detail: the professional violins playing a sweet legato duet 
(against the rest's staccato march) at the introduction of each animal pair. The 
bugles take the lead in the whole section, at [ 45] the whole ensemble erupting 
like a marching band. Concluding subsection thins the texture and accomplishes 
a long modulation toG major (losing the bugles in the process) and closing with 
unaccompanied plainchant. 
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Section Eight: Fetching the Mrs. 
[50]- [67] 167 measures 
Form: ritornello 
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Rhythmic organization: 4/4 in the recitatives alternates with 6/8 in the ritornello 
(the gossips). 
Tempo: starts with "Quick recit" quarter= 138. Alternates with ritornello tempo 
of "Slow and lumpy" quarter 72-76. 
Harmonic organization: recits startinG major. Ritornello is nominally e minor, 
but Mrs. Noye and the Gossips sing a great deal around D sharp. A type of 
bitonality is accomplished by singing around the dominant harmony while the 
orchestra stays rooted in tonic. 
Motive: The SOUTHWELL minor third motive permeates this section (the 
danger grows closer and closer as Mrs. Noye refuses to board the ark). Strings 
play whole phrases several times, and the leitmotif itself is sung and played 
dozens of times; the strings, Noye, Mrs. Noye, and each of the children offer it in 
standard and altered forms- the second lowered, in stretto imitation, even as a 
major interval once! The last statement, at [66], is an unequivocal closing of this 
section. 
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Orchestration: No ripieno strings, bugles; or handbells. The organ enters after a 
long tacit. The pianos have their customary division (Piano 2 accompanies 
recitative, while Piano 1 is an orchestral instrument) Battery percussion has 
several stage cues- for example, at [66] the whip must coordinate with Mrs. 
Noye's boxing of her husband's ears. 
Texture: In the alternating format, the recits are sparser than the gossips' song. 
Each return of the ritornello, though, includes thicker and more urgent textures, 
until the last one is practically a tutti statement. 
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Section Nine: Storm 
[67]- [95] 143 measures 
Form: passacaglia. The course of the entire storm is roughly palindromic. A 
nifty formal trick at the medium dimension: the 'raindrops' (played by slung 
mugs and piano) at [69] are presented in inversion at [93]. 
Rhythmic organization: 4/2 almost throughout; a 3/1 measure that seems to 
befuddle the even the professional players. Hypermeter: The rising of the storm 
(up to [87]) is meticulously even, with nearly every phrase and orchestral color 
respecting the four measure boundary of the ground bass. The ebbing storm is 
less organized: the ground bass continues, but the storm elements alternate with 
MELITA phrases of varying length, creating a feeling of cross-rhythm. 
Tempo: "Steady minims" half= 69-72 I when congregation joins, "a little 
broader" 
Harmonic organization: C major, with a lot of chromaticism, but both the hymn 
tune (MELITA) and the ground bass reinforce C major. 
Motive: SOUTHWELL makes a few final appearances during the storm, but two 
other motives are dominant. First, the ground bass of the passacaglia is 
overflowing with minor thirds, which may be an etension of the SOUTHWELL 
leitmotif. And, once the second hymn has been sung, the phrases of ME LIT A 
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become veryimportant to the receding storm, with the quintet playing fantasias 
on each successive phrase in the same manner that Noye's family sang the 
phrases of SOUTHWELL. 
Orchestration: Tutti orchestra excepting bugles and handbells. Ripieno sections 
are busy. 
Texture: While there is some vocal work over the first few statements of the 
ground bass, this storm passacaglia is an orchestral phenomenon, with the 
unusual bonus of a congregational hymn in the middle. A palindromic structure 
exists, with storm elements (noted in the score) receding in generally the reverse 
order of their appearance. The very height of the storm, from [80] to [87], has a 
distinct textural element: first an inversion of the ground, then the appearance of 
the hymn tune in the cast, then the joining of the congregation add to the 
growing cacophony of the texture. Thus, when [87] brings only organ, 
congregation, and descant (a familiar and comforting sound), the sudden 
stillness is both riveting and dramatically important. 
·section 12 
phrase , 7 
subdivision 3 
section 27 
phrase 8 
subdivision 4 
. rehearsal # 
section 
phrase 
subdivision 4 
,·::~:~~1#'1 
phrase :16 _ 
subdivision! 4 
________ l 
section 
phrase 112 
subdivision! 4 
. ] . ' 
' . 
. ---·~--'-· -···· --· ~-~~- -~-- --- ----- ------·····; ~---~------ ···· -· ·. 
2 
4 
4 
4 
4 
I 4 ' I 
2 I 1 3 
6 
4 
I 
-- ; ... . 
Section Ten: Flight of the Raven 
[951 - [991 75 measures 
Form: Recitative and dance 
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Rhythmic organization: The dance is in 3/4; introduced via recit that continues 
the 4/2 of the storm. At the small dimension, the raven's music (cello solo) is 
assymetrical, reflecting a clunky and confused flight. 
Tempo: Dance is "Lively" dotted half= 88. 
Harmonic organization: Section begins in the storm key of C; the raven dance 
travels a long way (it is a mission of exploration, after all) eventually settling in e 
minor. No key signature is indicated. 
Motive: The chromatic cello solo reflects both hymn tunes. The first theme [97] is 
a minor third, with rapid movement up and down and altering the note in 
between. Shortly after this, (ten measures after [97] the larger shape of this minor 
third activity is revealed to be the third line of MELITA, with its chromatic line 
("Who bidds't the mighty ocean deep"). Also, Noye's first recit, at [95], vocally 
presents the ground bass. 
Orchestration: Cello solo is prominent and difficult. It operates with a small 
backing group: Piano 2, double bass, tambourine. The recits include the quintet 
minus violin 1. Noye is the only vocalist. 
Texture: Continues the quiet of the receding storm. Large groups in the company 
(animals, family, ripieno strings, recorders) are all silent; the raven ensemble is a 
micro group within the already small professional group. 
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Section Eleven: Flight of the Dove 
[99] - [108] 109 measures 
Form: A palindromic waltz interspersed with brief recitatives 
__ !_ 
Rhythmic organization: Waltz is in 3/4, naturally; recits continue in 4/2 
Tempo: "Graceful waltz" dotted quarter= 44 
Harmonic organization: A flat, rather unexpectedly. This dance music also 
wanders far afield, touching briefly on C and D7- although never following it to 
G major. D7 and F major alternate during the busiest part of the flight, before 
eventually settling back to A flat. 
Motive: During the recitatives, the ground bass theme is still heard in the quintet 
-but sweetened by changes in register, inversion, and augmentation. Where the 
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rest of the opera seems to rest on thirds, the dove's music is all stepwise. It is 
. repeated in strict retrograde for the return flight. 
Orchestration: The fluttertongued recorder solo is the principal sound of this 
section. Like the cello solo of the previous section, it also has its own backing 
group: Piano 1, triangle, and the three high strings. The full quintet accompanies 
Noye's recits. God returns with his customary timpani. 
Texture: The second of two micro-chamber sections, as the large forces are still 
tacet. At [106], when the dove has returned with the olive branch, the quintet, 
piano 2, and timpani transform the ground into a celebration. 
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Section Twelve: Alleluia 
[108] to [111] 42 measures 
Form: Antiphonal refrain 
Rhythmic organization: 3/2. The section closes with a diminution to 2/2, 3/4, and 
1/2. 
Tempo: "very sleepy, but gradually animating". Eventually half= 76. 
Harmonic organization: Unusual. Bb is central throughout, but the Landini 
cadence of the vocal line (repeated throughout) avoids a solid cadence. E 
naturals sneak in, especially in Noye' s family after [109], which impart a Lydian 
flavor. Finally, some climactic A flats give the unusual sonority of a B flat major-
minor seventh chord with E flat in the bass; this chord never resolves to E flat-
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or resolves at all. It ends the section with several statements over twelve 
measures. 
Motive: Although the bugle part seems related to that of the "Kyrie", this is 
really a function of the tonality of the natural bugles more than a motivic 
connection. Timpani rolls a low C -left over from the storm- through 21 
measures of the "Alleluia". 
Orchestration: Tutti orchestra, excepting the organ and handbells. Bugles make 
their second appearance. The recorders have a subsection alone with the voices. 
Tutti voices, excepting the gossips. 
Texture: Moves from bugle solo to thick tutti; unison to antiphonal with 
countermelody. 
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Section Thirteen: The Spacious Firmament 
[111] to [119] 99 measures 
Form: Spoken recit leads to canonic hymn and orchestral ostinato 
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Rhythmic organization: In four throughout (augments to 412) 
Tempo: "Twice as slow" quarter= about 63 I "moving forward a little" I "Very 
Slow" half = 48 
Harmonic organization: recit begins with same Bb7- over Eb sound as the 
previous section. The hymn oscillates between F major and G major, and the last 
verse is polytonal, with G major, G mixolydian, and Bb pentatonic appearing at 
once. This verse is also an orchestral ostinato, with the same measure played 
nineteen consecutive times by winds, brass, percussion, pianos, and ripieno 
strings. 
Motive: A cluster (Eb-F-Ab) sounds on the handbells; later the chord plays from 
the top, and the minor third from Ab to F is heard descending. The handbells 
play this descending broken chord nine times during the appearance of the 
rainbow - perhaps this is the fulfillment of the ascending minor third cry from 
the opening measures. 
Orchestration: Handbells arrive, finally! They have several subsections and 
modulations to themselves. One by one, other sections join: quintet, bugles, 
recorders, organ. Finally, before [118], Britten writes the only truly tutti passage 
of the whole opera, which also involves every vocalist in eight part canon. 
(Gossips possibly excepted). 
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Texture: As noted above, this section moves from the novel sound of hand bells 
and speaker to a tutti ostinato with eight-part canon. 
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Section Fourteen: The Blessing 
[119] to end 17 measures 
Form: Coda 
Rhythmic organization: 4/4 
Tempo: "Broadening to the end" 
-- --·-- ----- -! • ' 
7 
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Harmonic organization: Polytonality still reigns, with G and Bb co-existing to the 
last. G major is the most secure of the key centers, though. 
Motive: The handbell cluster has moved from Eb to G. (Although they still play 
in E flat; the cluster represents the three notes of the E flat scale most conducive 
toG major). 
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Orchestration: Tutti instruments and God. 
Texture: A miniature reenactment of the previous section: God with handbells 
expands to a tutti finale. 
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CHAPTER FOUR: 
THE PROPRIETY OF ADAPTING THE SCORE 
Many of the greatest works of art, including the west pediment at 
Olympia, the plays of Shakespeare, and the church cantatas of 
Bach, have grown from a desire of the artist to serve or be in 
contact with his public-have been made or written for a specific 
public, for a specific purpose. [ ... ]I get great inspiration from 
writing for a sympathetic audience, and, on occasion, from 
stimulating the public's taste in the direction I think it should go. 
[ ... ]In my own small experience I have learned that if one 
concentrates on the local, the particular, if one writes for particular 
singers, instrumentalists, local occasions, the works can have an 
actuality, a realistic quality, which may make the result useful to 
the outside worldY8 
Noye's Fludde, an unusual work of intergenerational community opera, has 
proved exceedingly useful to the outside world. Perhaps because of its rarity, 
any discussion of adapting Noye's Fludde, especially in matters of casting, can 
elicit strong opinions. Consider this comment, made in response to a discussion I 
initiated online: "Definitely the family of Noah and animals need to be children. 
If that is not possible, do not do the work!!! It really violates the sound intended 
by Britten when adults play all the lead roles." 179 Albeit principled, this 
17B Benjamin Britten, Opera 12 (Jan. 1961), 7-8, quoted in Paul Kildea, Britten on 
Music, 209. 
179 Terry Hicks, comment in a Choralnet discussion prompted by the author, 
August 5, 2012, accessed on November 12, 2013, 
http://www .choralnet.org/view /388329#388677. 
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perspective is also reflexive. Serious musicians, who have likely been taught to 
respect the score as the will of the composer, may think it better for a work of art 
to go unperformed than to be performed in the "wrong" way. Surely, though, an 
understanding of context and intent is key to authentic performance practice, 
and in the case of Noye's Fludde there is much information available. 
I believe that Noye 's Fludde should be performed more often in the United 
States to educate young musicians, deepen their understanding of art music, and 
help develop a future audience for opera. Church communities find parallel 
benefits: educating children in the foundational stories of the faith, deepening 
understanding among children and adults alike of how these stories form their 
identity as inheritors of a historical faith, and developing a future worshipping 
congregation for the church. Whether performed by a secular or religious group, 
Noye's Fludde provides an unusual experience shared between generations. The 
dramatic drop in American performances in the last three decades may be 
partially due to requirements of the score that are less achievable than in the 
1970s. To justify minor adaptations to Noye's Fludde and thus enable more 
frequent productions, there follows an examination of the evidence left by 
Britten: the score and his published notes, his own decisions while staging Noye's 
Fludde and other works throughout his career, and his written, spoken, public, 
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and private declarations about performers, composers, and audiences. 
When Britten spoke to schoolchildren in Ipswich about Stravinsky's 
Noah's Flood, he expressed a comparative pride: "Now his music was frightfully 
difficult, and it needed the greatest singers and the greatest players in the world 
to perform it. I wasn't jealous of Stravinsky; not at all. I was much happier with 
my performance in Orford church two years ago, sung by Kesgrave boys and 
girls."180 One can easily extrapolate his local pride that Suffolk children were 
singing his work into a global one. The next generation of musicians around the 
world were learning and finding joy through this experience. 
A Twentieth-Century Score with Baroque Principles 
In the context of his philosophy of music performance, it is difficult to 
imagine Britten scorning a local production of Noye's Fludde that used a few 
adults to fill gaps in their ranks or otherwise adapted his original scoring. Britten 
was a twentieth-century composer, however. The liberties expected of 
performers and composers in the Baroque and Classical eras, such as rewriting 
bass arias for soprano, substituting one minuet and trio for another, or changing 
180 Benjamin Britten, speech to Kesgrave Heath School in Ipswich, May 15, 1963, 
quoted in Kildea, Britten on Music, 242. 
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the intended solo instrument of a concerto, became less frequent because of 
advances in notation and publishing. The divergence between the roles of 
composer and of conductor as performer grew through the Romantic and 
Modern eras. Today, few individuals are regarded as both elite conductors and 
composers. In the twentieth century, the printed score became more absolute 
than in previous eras, and there was less allowance for flexibility, variation, 
improvisation, or chance. 
In this respect, Britten was quite contrary to most of his peers. His 
philosophy of composition was much closer to the Baroque aesthetic. His music, 
written to be played by musicians that he knew, was the result of hard work, not 
a mystical gift or divine intervention. One of his heroes, after all, was Henry 
Purcell; although of a different time, Britten spent years immersed in Purcell's 
work as a performer and editor. His recital programs with Pears often included 
Purcell's works. When he edited and then re-edited Dido and Aeneas (see page 
42), he said, "As we know, the continuo, the general bass, needs realizing: it's 
only a series of figures and the bass notes, therefore each generation particularly 
must find a new way of doing this. I'm not saying that what one does today 
supersedes what was done yesterday, but-except that today has a new point of 
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view about Purcell." lSI 
A Flexible Score 
The front matter of the score describes the sons as "boy trebles," the wives 
and Gossips as "girl sopranos," and the animal chorus as "children (S.A.T.B.)." 
These indications specify some changed voices in the animal chorus and the 
possibility of a tenor singing the role of J affett; thus, the sound that Britten 
intended was never a purely treble sound. The orchestra "is of two kinds, 
professional and children (amateurs)."182 In the next five paragraphs, during 
which he details the orchestral parts, Britten uses the word "amateur" rather 
than "child." Such specific wording seems to allow for the possibility of adult 
amateurs in the orchestra. 
The scoring and casting of Noye's Fludde, though unusual, is in some 
places vague or expandable. Such design allows for performance by a 
community with a bounty or a shortage in a particular area. The composer 
writes, "the number of players is of course according to availability" [emphasis 
181 Britten, interviewed by John Arnis on Talking About Music, recorded for BBC 
on November 13, 1959, quoted in Kildea, Britten on Music, 163. 
182 Benjamin Britten, Noye's Fludde, front matter. 
159 
added]. He further allows for flexibility by giving targets, not requirements: "at 
least twenty-five," "about eight," "less than a dozen would make too small a 
noise." Concerning the animal chorus, he writes, "the more the better."183 The 
parts themselves are often written to adapt to various numbers of players. 
Example 13 is a brief excerpt of the bugle parts during the Alleluia chorus. 
Four homophonic parts (if the leader has adequate technique for the A-flat) are 
easily reduced to three; if only one bugle is available, the player can play the 
lowest note of each chord to maintain the context of the preceding measures. 
Example 13. Expandable Bugle Parts, 11091 
Bug los 
183 Jbid. 
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Example 14. Professional Violin Parts ad libitum,~ 
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Simple consideration motivates the passage shown in Example 14. The 
professional violins, who double the ripieno violinists in the ark-building scene, 
are granted a break if the young players are of a sufficient number and ability. 
One imagines that most professionals would be content not to play for seventy 
measures of open strings and pizzicato. 
Britten did not limit such flexibility to the instrumental parts, and the 
Gossips' song provides a vocal example. The ritornello returns with greater 
complexity each time. Example 15 shows how Britten assigned two independent 
parts for five voices. This voicing allowed for discretion in casting: weaker 
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singers could be assigned to the second Gossips part, thereby singing the most 
repetitive part with the assistance of Mrs. Noye. 
Example 15. Two Independent Parts for Five Singers, ~ 
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Director Colin Graham, who worked closely with Britten and co-wrote the 
production notes, sums it up this way: "One of the most ingenious features of the 
opera is that it can be performed by almost any group of musicians, using local 
resources as available."184 Soon thereafter, Britten wrote more explicitly 
expandable parts: 1962's Psalm 150 is scored for "1) a treble instrument, 2) some 
sort of drum, 3) a keyboard instrument ... the more instruments there are, the 
merrier."185 The Children's Crusade (1969) calls for a percussion band, as large as 
possible, with loose parameters: "Tutti percussion is divided into three categories 
which can include any number ... " 186 These instructions follow on the loosely 
adaptable scoring of Noye's Fludde. 
A Last-Minute Adjustment for Jaffett 
Britten and Graham's production notes seem to support some variance 
with the written score. Is there any reason to believe that Graham's "almost any 
group of musicians" refers only to instrumentalists and not to vocalists? Britten's 
own last-second adaptation lends support to this arrangement. 
184 Reed, Cooke, and Mitchell, Letters, vol. 4, 581. 
185 Benjamin Britten, Psalm 150 (London: Boosey & Hawkes, 1963), preface. 
186 Britten, Children's Crusade (London: Faber Music, 1972), viii. 
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Michael Crawford, later a film and stage star, was cast as Jaffett for the 
original Orford production. When he experienced a sudden voice change in June, 
not long before the premiere, there were several options available. There was an 
available understudy named Marcus Norman. There were also dozens of boy 
trebles in the Animal Chorus, and certainly one of them could have been called 
on to perform the role. Instead, Britten rewrote the part to allow Crawford to 
sing most of the part an octave lower. Notably, this solution disrupted the 
community of performers the least but affected the sound of Britten's score the 
most. Britten apparently placed more importance on the rehearsal and learning 
process of the group than on the precise requirements of his manuscript. In any 
event, the optional tenor part remains in the printed score to this day, a memento 
of Britten's flexibility concerning Jaffett's range. 
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Example 16. Excerpt from Alternate Tenor Part for Jaffett, ~ 
The actor is instructed to sing the treble part an octave lower throughout the 
part, except where noted, as in this example. 
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Exchanging One Voice for Another 
Several times, both before and after Noye's Fludde, Britten experienced 
indecision on which type of singer could perform a given work. In light of this 
history, a conductor's attempt to cast Noye's Fludde with the voice types available 
in the community does not seem egregious. 
His earliest published work, Three Two-part Songs (1932), was first 
performed by a women's choir but is usually grouped with its contemporary 
Friday Afternoons as a set for children. On the other hand, Saint Nicolas was 
conceived for older school children to sing and play but is usually now 
performed by adults. Britten participated in this change, giving the unofficial 
first performance at the first Aldeburgh Festival (with most choral parts sung by 
the amateur adult Aldeburgh Festival Chorus) before the formal premiere at 
Lancing College. 
The history of Canticle II: Abraham and Isaac features another change, 
colored by Britten's characteristic personal connections. The canticle is especially 
pertinent since it was Britten's first setting of a Chester play. Written for tenor, 
alto, and piano, the work was conceived for Britten, Pears, and contralto 
Kathleen Ferrier, veteran of The Rape of Lucretia and Spring Symphony. The trio 
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performed it on tour across England and in a BBC broadcast, which is now lost.187 
At the 1952 Festival, Ferrier gave one last, memorable performance of Isaac 
before succumbing to cancer. Nearly a decade passed before Britten again 
performed and recorded Canticle II, but with a boy alto.l88 Because of the 
precarious nature of the boy alto voice, modern performances are often given by 
adult countertenors or women.189 
Although the symbolism of a young boy playing the role of Isaac seems 
appropriate, Britten did not conceive of the part that way and made no 
statements or restrictions on the matter. Contrast this with Leonard Bernstein's 
instructions regarding the vocalists of Chichester Psalms: "The soprano and alto 
parts are written with boys' voices in mind. It is possible, though not preferable, 
to substitute women's voices ... the long male-alto solo in the second movement 
must not be sung by a woman, but either by a boy or a counter-tenor."19o 
Although Bernstein's representation of David had to be male, Britten did not 
187 Bridcut, Britten's Children, 211. 
188 Benjamin Britten, Three Canticles (CD), Naxos Classical Archives 981123 
(originally issued on record as Argo ZRG 5277 in 1961). 
189 Bridcut, Britten's Children, 212-3. 
190 Leonard Bernstein, Chichester Psalms (New York: Jalni Publications, 1965), 
front matter. 
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impose such restrictions on the role of Isaac. In this matter, he was less fussy 
about his work and again out of step with his contemporaries. 
Britten wrote A Ceremony of Carols, too, for women's voices. After the 
premiere and first broadcast by the women of the Fleet Street Choir in Norwich 
Castle, the composer added four movements and first performed the revised 
version in 1943 with the Morristown Boys' Choir.191 In 1955, Boosey & Hawkes 
printed an SATB arrangement by Julius Harrison, which some sources say that 
Britten did not sanction.192 
A Ceremony of Carols is now regularly performed by at least four types of 
choirs: mixed, women's, children's, and boys', each with its own distinctive 
timbre. Clearly, there was not a singular "original" version for Britten, and now 
each conductor makes a largely personal and subjective choice. Not surprisingly, 
most will happily endorse the voicing that is most useful to them. In the SATB 
version, the lower octave blunts the effect of the canons and close harmonies, and 
the redistribution of Britten's three-part texture into four-part is occasionally 
191 Accounts of the first broadcast differ. Mervyn Cooke cites a broadcast, with 
Hymn to Saint Cecilia, by the adult choir, on BBC Home Service on January 25, 1943. 
Liner notes to Britten, A Ceremony of Carols & Saint Nicolas, conducted by Stephen 
Layton, CD A67946 (Hyperion, 2012), accessed November 24, 2013, 
http://www.hyperion-records.co.uk/al.asp?al=CDA67946. 
192 Shrock, 698. 
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awkward. Britten seemed to worry less about the lower octave in Noye's Fludde; 
his adjustments to J affett' s part were primarily concerned with voice-leading. 
Changing the Physical Setting 
Even though the premiere was given in a church, Noye's Fludde does not 
belong strictly to the church. Britten and Graham's production notes suggest a 
building where a stage would not separate the performers from the audience. 
Just as when he planned to tour the chamber operas, Britten imagined the village 
church as the most commonly available large building. Noye's Fludde in America 
has also been mounted in schools and other public buildings. This is entirely 
appropriate since the miracle play was historically neither a strictly sacred nor a 
strictly secular endeavor. 
According to Alfred Pollard, editor of the volume of miracle plays that 
was Britten's source, at least thirty towns and cities are known to have staged 
this type of drama between the fourteenth and sixteenth centuries.193 The earliest 
and simplest of the plays were done in the church to illuminate themes of 
worship. As they gained popularity, the increasingly complex plays needed 
more space and time than the church could offer, and they were moved first to 
193 Pollard, xxii. 
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the church yard and eventually to large open spaces in town. Performances were 
mounted upon a cart or scaffold that traveled around the town, patently not in a 
worship setting or even a church building. The physical separation from the 
clergy grew into theological differences and clerics began to distrust the 
vernacular dramas from which they sensed competition.l94 Outside the church 
walls, each play in the cycle became the responsibility of an individual trade 
guild; each sought a subject matter closely related to its daily work, elevating it 
to ritual importance. In Chester, the Waterleaders and Drawers of Dee (those 
responsible for bringing water to the center of town from the River Dee) acted in 
the flood play. In York, the Shipwrights were the actors. 
Britten responded to this tradition by specifying the performance venue: 
II some big building should be used, preferably a church-but not a theatre. 11 19s 
Thus, he created not only an II opera" that is not for the theatre but also a work 
that is nearly a piece of church music. The economy of movement and stage 
devices that the Chester players employed in order to simulate a flood on a cart 
is mirrored in Britten's ability to create satisfying, sumptuous work out of the 
limitations that he had placed on himself: a lack of traditional woodwinds or 
194 Ibid., xxiv. 
195 Britten, Noye 's Fludde, front matter. 
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brasses, third violins on mostly open strings, and bugles that could only play in 
one key. 
The Aspen Philosophy 
Britten anticipated variation in the local productions of Noye's Fludde, as 
indicated in the production notes, his actions at the early performances, and the 
details in the score itself. His willingness to try new voicings, create expandable 
orchestrations, and make substitutions is evident from works both before and 
after 1958. A summation comes from a rare speech that Britten delivered in 
Aspen, Colorado in August, 1964, which is among the composer's most 
important and extensive formal declarations on his art: 
I certainly write music for human beings-directly and deliberately. I 
consider their voices, the range, the power, the subtlety, the colour 
potentialities of them. I consider the instruments they play- their most 
expressive and suitable individual sonorities, and where I may be said to 
have invented an instrument (such as the Slung Mugs in Noye's Fludde), I 
have borne in mind the pleasure the young performers will have in 
playing it. I also take note of the human circumstances of music, of its 
environment and conventions [ ... ] I believe, you see, in occasional music 
[ ... ] almost every piece I have ever written has been composed with a 
certain occasion in mind, and usually for definite performers.196 
196 Britten, Aspen, 10-11. 
171 
The Aspen Award had been given for "service to the humanities," 
explaining Britten's point of departure. He was not merely being flippant, 
though; by the time he gave his speech, pioneering composers had already spent 
two decades experimenting with music that included electronics and recording 
equipment, sometimes supplanting human performers.197 The art music world 
had also already experienced a half-century of growing unease about tonality's 
role in modern music. Because he favored some form of tonal organization and 
preferred "writing gratefully" for voices and instruments, Britten's work was 
often cast as conservative during an avant-garde era.l98 "It is the easiest thing in 
the world to write a piece virtually or totally impossible to perform-but oddly 
enough that is not what I prefer to do."199 
In this speech, Britten cited a certain type of departure as a grave danger 
to music. This danger was not about which voices or instruments were playing, 
but rather to whom they were playing. The concept of a work's original occasion 
197 Pierre Schaeffer developed musique concrete at Club d'Essai starting in the mid-
1940s; Karlheinz Stockhausen started producing works at NWDR studio in Cologne in 
1953. 
198 Murray Schafer, British Composers in Interview (London: Faber & Faber, 1963), 
quoted in Kildea, Britten on Music, 229. Britten said, "I can see it [serialism] taking no 
part in the music-lover's music-making. Its methods make writing music gratefully for 
voices or instruments an impossibility, which inhibits amateurs and children." 
199 Britten, Aspen, 13. 
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was paramount to Britten. 
Bach wrote his St. Matthew Passion for performance on one day of 
the year only-the day which in the Christian Church was the 
culmination of the year, to which the year's worship was leading. It 
is one of the unhappiest results of the march of science and 
commerce that this unique work, at the turn of a switch, is at the 
mercy of any loud roomful of cocktail drinkers- to be listened to or 
switched off at will, without ceremony or occasion.200 
Britten loved Bach and conducted the St. John Passion six times. His 
distress is not about the work, but about the technology that allowed listeners to 
take their role too casually. He had employed records as a teaching tool for 
Noye's Fludde, but he would certainly find the full-cast record of the opera no 
substitute for a child's experience in actually performing it. 
One must face the fact today that the vast majority of musical 
performances take place as far away from the original as it is 
possible to imagine: I do not mean simply Falstaffbeing given in 
Tokyo, or the Mozart Requiem in Madras. I mean of course that such 
works can be audible in any corner of the globe, at any moment of 
the day or night, through a loudspeaker, without question of 
suitability or comprehensibility. Anyone, anywhere, at any time, 
can listen to the B minor Mass upon one condition only-that they 
possess a machine. No qualification is required of any sort-faith, 
virtue, education, experience, age. Music is now free for all. If I say 
the loudspeaker is the principal enemy of music, I don't mean that I 
am not grateful to it as a means of education or study, or as an 
200 Ibid., 17. 
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evoker of memories. But it is not part of a true musical experience. 
Regarded as such it is simply a substitute, and dangerous because 
deluding. Music demands more from a listener than sir:nply the 
possession of a tape-machine or a transistor radio. It demands some 
preparation, some effort, a journey to a special place, saving up for 
a ticket, some homework on the programme perhaps, some 
clarification of the ears and sharpening of the instincts. It demands 
as much effort on the listener's part as the other two corners of the 
triangle, this holy triangle of composer, performer, and listener. 201 
Notice that Britten demonstrates no concern for whether basset 
horns or clarinets are used in the Requiem, nor does he worry about 
precisely how many and what type of voices are singing the St. Matthew 
Passion.202 One also wonders what Britten's reaction would be to the 
insularity of today' s personal audio devices. 
For a musical experience needs three human beings at least. It 
requires a composer, a performer, and a listener; and unless these 
three take part together there is no musical experience. The 
experience will be that much more intense and rewarding if the 
circumstances correspond to what the composer intended: if the St. 
Matthew Passion is performed on Good Friday in a church, to a 
congregation of Christians; if the Winterreise is performed in a 
room, or in a small hall of truly intimate character to a circle of 
friends; if Don Giovanni is played to an audience which 
201 Ibid., 19-20. 
202 In a draft article for the Observer that was not published, there is one mention 
by Britten of "the Matthew Passion written for a small group of young singers (half of 
them boys) in a smallish Gothic church". Quoted in Paul Kildea, Britten on Music, 237. 
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understands the texts and appreciates the musical allusions. The 
further one departs from these circumstances, the less true and 
more diluted is the experience likely to be.203 
Challenging examples, indeed. Considered anecdotally, one 
wonders if such occasions make up one-half, or even one-tenth, of modern 
performances of these works. Any performance of Noye's Fludde that is not 
given by East Suffolk schoolchildren is a departure from Britten's original 
conditions. Even the Aldeburgh Festival centennial production, packed 
with East Suffolk children performing in Britten's birthplace, made some 
alterations. From a wider perspective, though, Britten's intention not only 
allows for adapted performances but practically demands them. Since the 
underlying motivation of Noye's Fludde was to create a musical experience 
that would challenge, teach, and amuse children while they worked 
alongside professional musicians, then today' s educators must do 
whatever possible to recreate that occasion. Performers and listeners, the 
other two points of Britten's "holy triangle," can still bring to life a work 
that remains a champion in its narrow field, and can perhaps encourage 
the creation of similar works for the present generation. 
2o3 Britten, Aspen, 19. 
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"Music Does Not Exist in a Vacuum" 
During the act of composition, one is continually referring back to the 
conditions of performance ... such questions occupy one's attention 
continuously, and certainly affect the stuff of the music, and in my 
experience are not only a restriction, but a challenge, an inspiration. Music 
does not exist in a vacuum, it does not exist until it is performed, and 
performance imposes conditions. It is the easiest thing in the world to 
write a piece virtually or totally impossible to perform-but oddly enough 
that is not what I prefer to do; I prefer to study the conditions of 
performance and shape my music to them. 204 
Noye's Fludde was an oddity in that the initial spark came from a proposed 
television commission. When that arrangement failed, the composer was already 
enthused about the prospects and so molded the "conditions of performance" to 
his own liking. For a decade, the structure of the Aldeburgh Festival had given 
him close contact with a circle of favorite performers with and for whom he 
could compose. This practice was now extended to the students in the towns and 
boroughs of his beloved Suffolk. For them, Britten created this community 
experience. 
Other works do not easily fill the niche of Noye's Fludde. The "Opera for 
Youth" directory published by Opera America lists over 300 music dramas for 
children, but these include works as short as fifteen minutes as well as standard 
204 Ibid., 13. 
176 
operas arranged for youth.205 Church opera is a smaller body of repertoire. In 
Sacred Music Drama, which includes operas, passions, and oratorios that may be 
staged, Carl Gebrandt cites twenty-one new works composed in the last two 
decades; he also lists forty-five works especially suitable for an audience of 
children.206 Rare, though, are substantial works that are suitable to be performed 
by children, watched by children, and performed in church. Notable church 
operas, including those by Conrad Susa, Peter Maxwell Davies, Dominick 
Argento, and Stephen Paulus, do not imitate the intergenerational character of 
Noye's Fludde. Few composers have accepted the challenge of matching 
differentiated technical levels with artistic integrity in a manner that appeals to 
young and old alike. 
Finchley Music Group of London, which grew out of one of the earliest 
productions of Noye's Fludde, commissioned in 2010 The Jailer's Tale by Malcolm 
Singer, scored for the same mixed professional and amateur requirements.207 The 
next year saw the premiere of Saint Thomas the Carpenter by Bruce Trinkley which 
205 Opera America, "Opera for Youth Directory", accessed February 20, 2014, 
http://www .operaamerica.org/ applications/ofyd/allTitles.aspx. 
206 Carl Gerbrandt, Sacred Music Drama, 2nd ed. (Bloomington, IN: Authorhouse, 
2010), 18-20 and 394-395. 
207 Finchley Children's Music Group, "Commissions," accessed February 20, 
2014, http://www .fcmg.org. uk/repertoire/commissions/. 
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was written "for the entire forces of a musical congregation: young people, youth 
choirs, adult choir, and soloists, with three hymns for the congregation to sing-
obviously patterned after Britten."208 This work, like many others noted here, are 
self-published because established music publishers have evidently found 
brisker business with the contemporary "church youth musical." Gerbrandt 
describes this sub-genre: "The plots are generally contemporary, the music of a 
popular, rock, or folk nature with relatively simplistic musical demands and 
often simple folk-oriented plots."209 This type of musical is often sung to recorded 
accompaniment and requires vocal ranges not wholly appropriate for young 
singers. 
Fifty-five years on from the premiere, Noye's Fludde is still extraordinarily 
useful as a community endeavor, although some of the elements that were 
crafted for England in the last century are growing more problematic. Certainly, 
Orford-style productions are still mounted and are gratifying. The odd 
combination of a dozen professional musicians, scores of children, and ten 
skilled treble soloists is a challenge for most institutions. Collaboration or 
adaptation may be required, but each option potentially diminishes the benefit of 
208 Bruce Trinkley, email to the author, Oct. 28, 2013. 
209 Gerbrandt, 31. 
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Noye's Fludde. A community must therefore have a clear sense of mission when 
considering a staging. Britten's Aspen speech makes it seems likely that he 
would support such productions, provided they serve the desired purpose. His 
strongest reaction might be to commission new work from living composers who 
are part of the community. In one final passage from the Aspen speech, Britten 
says: 
We shouldn't worry too much about the so-called 'permanent' value of 
our occasional music. A lot of it cannot make much sense after its first 
performance, and it is quite a good thing to please people, even if only for 
today. That is what we should aim at-pleasing people today as seriously 
as we can, and letting the future look after itsel£.210 
210 Ibid., 16. 
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CHAPTER FIVE: 
TECHNICAL REQUIREMENTS OF THE PERFORMERS 
AND POTENTIAL ADAPTATIONS 
In Noye's Fludde, Britten continued to write for specific musicians such as 
baritone Owen Branningan and timpanist James Blades. For the children, he 
composed for archetypes of amateur performer: the beginner violinist, the 
creative percussionist, and the schoolboy bugler. The following sections will 
introduce each instrumental section by way of the original performers, those 
who first played and sometimes inspired Britten's writing. The technical 
requirements, important for such a youth-oriented project, will follow, with 
challenges and potential accommodation detailed. Britten has scored flexibly, 
making performances possible where economy is an absolute necessity, but the 
scoring expands when forces are available. 
I. The Orchestra 
Strings 
The professional nucleus of the string section was quite familiar to Britten 
and the Aldeburgh Festival audiences. Credited as "The English Opera Group 
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Players," Emanuel Hurwitz was their concertmaster. These instrumentalists were 
in residence for the duration of the festival and played in other concerts and 
o-pera with the English Opera Group throughout the year. The chamber 
configuration of Noye's Fludde was familiar to them, since many of the Britten 
operas are scored for string quintet with wind quintet. 
The string quintet is indispensable. The ripieno string players are not 
strictly necessary, although they contribute tremendously to the sound and the 
spirit of Noye's Fludde. While the professionals are the core, the ripienists may 
correctly be regarded as the heart of the orchestra. Britten's note at the front of 
the score sets it out clearly: 
There are three sorts of amateur violins: the Firsts should be capable 
players, not however going above the 3rct position, and with the simplest 
double-stops. The Seconds do not go out of 1st position, while the Thirds are 
very elementary, and have long stretches of just open strings. The Violas 
need to be as accomplished as the 1st violins, as do the 1st Cellos, while the 
2nd Cellos have only the simplest music. The Double Bass part is very 
simple.211 
211 Britten Noye's Fludde, front matter. 
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Example 17: Open Strings for Ripieno Violinists, ~ 
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Example 18: Carefully Graded Ripieno Violin Parts, ~ 
• 
--. ~ < 
I 
I I 
p 
I 
I 
. 
~· 
.. 
I 
.. 
Firsts have simple double stops [A and E, A and F-sharp, etc.], seconds play E, 
thirds play A, violas play pizzicato D. 
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The graded ripieno parts usually double or thicken the parts already 
present in the quintet: 
Table 1: Simplified Doubling of String Parts 
~and simile Ripieno double bass plays a simplified version of the 
solo bass part. 
l!2J Ripieno violins double the solo violin. The characteristic 
open string figure of the ark building is marked ad lib. 
for solo violins ... thus a break is built in for the solo 
violin, if a sufficient number of ripieno players is 
available. 
Mand Ripieno bass has only dominant Gs, reinforcing the 
more tonality of twelve tone passacaglia theme but also 
avoiding the complicated chromaticism of the solo part. 
~ Ripieno cello and viola do not double solo counterparts 
(which are playing the "state of sin" E-B-F theme) but 
rather thicken the texture by doubling the violin hymn 
tune an octave lower-which is also easier. 
In fact, only five moments can be discerned in which the ripieno strings 
are independent of the quintet: 
Table 2: Independent Lines for Ripieno Strings 
45 Ripieno plays on downbeats with quintet on upbeats. 
70 Marked 'solo', where first chair of ripieno cello and violin I 
-
play hymn tune with the voice. 
73 Thunder and lightning (repeated atf11~. 
~9 
'---
Flapping rigging, which was played by both at the start of the 
storm; in this case, the quintet is playing a hymn variation and 
ripieno must carry on alone. 
11~ Ripieno is entirely independent of quintet during the ostinato. 
183 
·Pianos and Organ 
The two piano parts (four hands, one piano) are indispensable. First piano 
requires the more nimble player (see [!!j). A student might be able to play Second 
piano; the technical demands are lighter, but the part is occasionally exposed and 
would require a secure pianist. For example, Second piano accompanies the 
recitatives, usually with bare octaves or repeated triads. The lively raven dance at 
~ is the most technically difficult section of the Second piano part, and one of 
only four instrumentalists playing at that moment. If only the raven dance lies 
outside the young pianist's abilities, the first pianist could cover this section. 
Including a student on the second part would replicate the type of 
apprenticeship found in the rest of the orchestra. A vocal score reduced for one 
piano is available for rehearsal, but its use for one player to fulfill both parts in 
performance is not recommended. Britten was an accomplished pianist who 
created two colorful parts that cannot fit under ten fingers. 
The organ is a small part; its solo moments are cued in the piano parts, 
and most of the remaining part is doubled in the strings. Productions in 
buildings without an organ, therefore, need not rely on a poor digital imitation 
or an expensive rental. If a decent instrument is available, though, the organ 
provides subtle color to the orchestration, as at§ and it surprises the ear at 
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three solo moments: before ~ at @Zj, and before I!:!ZI. Most importantly, by 
accompanying the hymns, the organ fulfills a traditional role and draws the 
secular Chester play back toward the church. 
In Orford, the keyboard parts were filled by members of the Aldeburgh 
inner circle. Duo pianists Viola Tunnard and Martin Penny frequently 
collaborated with the composer in the first two decades of the Aldeburgh 
Festival. Tunnard was credited as musical director, with Britten, of the 
conductorless chamber group for the premieres Curlew River and The Burning 
Fiery Furnace.212 Penny created the piano vocal edition of several Britten scores, 
including The Little Sweep. Organist Ralph Downes was invited to appear at 
every Aldeburgh Festival in Britten's lifetime.213 
Percussion 
Britten conceived the timpani part for James Blades, a longtime 
collaborator: "I have been a lucky composer because, under my direction, he has 
212 Allmusic.com biography of Viola Tunnard, accessed Nov. 1, 2013, 
http://www.allmusic.com/artist/viola-tunnard-mn0001651704/biography. 
213 Stanley Webb and Patrick Russill. "Downes, Ralph." Grove Music 
Online. Oxford University Press, accessed November 1, 2013, 
http://www.oxfordmusiconline.corn.ezproxy.bu.edu/subscriber/article/grove/music/ 
08110. 
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played in ten of my operas."214 Besides displaying technical skill, with a part that 
is motivically important from the outset, the timpanist of Noye's Fludde is the 
professional leader of the battery. The composer also relied on Blades to overlook 
the creation of some unorthodox percussion instruments. 
Sandpaper and whips are two special-effect instruments that should prove 
no great challenge. The wind machine, too, may be constructed as described in 
the front matter, replaced by any number of digital options, or even dispensed 
with, because the orchestral writing of the storm makes the wind noise hardly 
discernible. Most important, though, are the slung mugs: pitched mugs, hung on 
a line and struck with a spoon or a mallet. They are doubled by piano to provide 
a novel depiction of the first and last fat raindrops of the storm. Their unique 
tone is also heard in the closing orchestral tutti. 
Britten and his close friend and assistant Imogen Holst experimented with 
teacups, mugs, and various types of cutlery to find the right tone. When the 
composer visited Woolverstone Hall to rehearse with the eight young 
percussionists, the first thing he did was to string the mugs up between two 
music stands, immediately piquing the interest of the students. "He'd have made 
214 Benjamin Britten, forward to James Blades, Percussion Instruments and Their 
History (London: Faber & Faber, 1970), quoted in Paul Kildea, Britten on Music, 344. 
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a wonderful prep school master. He just clicked," said the boys' teacher.215 
During a later rehearsal, several mugs were dropped and broken; the 
percussionists conducted a mission to the school kitchen to secure appropriate 
replacements. The entrance to the permanent exhibit at the Britten-Pears Library 
in Aldeburgh celebrates these first moments in the history of the slung mug as 
emblematic of Britten's concern for children's music-making. Those who 
regularly teach and conduct young musicians will recognize not only Britten's 
concern but also his perceptiveness. Adolescent percussionists who spill over 
with energy and play less than their string, wind, and brass friends had their 
own project that required solid ears and technical invention. 
The rest of the battery represents the spirit of Noye's Fludde. For example, 
the snare drum part of the "roll call" song, from~ onward, is appealingly 
syncopated and challenging but not impossible for a young player. The score 
calls for "at least six" additional percussionists, a number which is not entirely 
necessary. Three or four young percussionists with cool heads can cover the all-
important slung mugs and the rest of the colorful battery, which is most active 
during the storm sequence. Five percussion lines appear simultaneously for the 
briefest of moments at ~ but are playable by four or even three players. One 
215 Bridcut, Britten 's Children, 231. 
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attempt to perform Noye's Fludde, with a solitary percussionist trying to cover 
timpani and other parts when possible, drained much of the score's remarkable 
color. 
Bugles 
Britten registered as a conscientious objector during World War II. 
Already demonstrating concern for matters of war and peace as a student at 
Gresham's School, he and his friend David Layton managed to secure a reprieve 
from Officer Training Corps service. While most other students marched and the 
sound of the bugles reverberated through the campus, they would play cricket-216 
Britten, therefore, probably heard bugles as a sound of boyhood and not 
necessarily as an indication of violence. Three decades later, the young buglers 
for Noye's Fludde came from the Royal Hospital School in Holbrook, a prep 
school that maintained a marching band modeled after that of the Royal Marines 
and whose students wore naval uniforms. Britten later wrote a school song for 
them, not a likely course of action if the pacifist composer felt that schoolboy 
bugling was warlike. 
216 Ibid., 235-236. 
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Wilfrid Mellers writes enthusiastically about Britten's use of everyday 
music: "The bugle procession is a noise we can hear in the streets on a Sunday 
morning, a noise in which our own Willies and Johnnies may participate."217 
While American Willies and Johnnies are less likely to play bugle today, these 
parts are easily played on modern B-flat trumpets. Although not as clearly 
defined as in the rest of the ensemble, the solo and ripieno design is present. 
Written for four parts, the distinction between the leader and the rest of the 
section is usually a matter of articulation, antiphonal effects, or range. The score 
specifies eight or four buglers, but the expandable orchestration makes it 
comfortable to adapt the part to accommodate one to eight buglers. Figure 19 
demonstrates subtle articulation differences between solo and ripieno. 
Example 19. Bugle parts, ~· 
Solo 
=== 
• 
Bugles cresc. ff===-
217 Wilfrid Metiers, "Through Noye's Fludde," 156. 
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At~ and around J109~ there are four written parts, but one can usually 
discern the note that one, two, or three bugles should play if a full complement is 
not available. For the young trumpeter, these parts are an unusual collection of 
skills. No fingering is required, but the student must have an easy grasp of at 
least four partials (and six to play the leader' s part). Savvy articulation is also 
necessary, as in the example above. 
Recorders 
Britten was an amateur recorder player and kept a recorder at his desk 
during the composition to try out fingerings . Two recorders can be seen in Plate 
1, below, of Britten working in his studio. He and Pears both played recorder in 
the Aldeburgh Music Club under the baton of their close friend Holst. She wrote 
charmingly of Ben's panicked whispers during warm-ups: "How do I get A-
flat?!" 218 Three years before Noye's Fludde, he wrote Alpine Suite for recorder trio, 
a piece of personal occasional music. Despite his experience with the instrument, 
the technical demands of the Noye's Fludde recorder parts illustrate the greatest 
discrepancy between Britten's vision for his student performers and American 
students today. 
218 Imogen Holst, Britten (New York: Thomas Y. Crowell Company, 1965), 61. 
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Plate 1: Britten in his Red House Studio, 1958 ©Kurt Hutton, 1958. 
Image courtesy of www.brittenlOO.org 
In three parts and led by a professional soloist, Britten asks for "as many 
as possible" and "less than a dozen will make too small a noise."219 The solo part 
requires flutter-tongue but is otherwise within the capabilities of the professional 
player. The ripieno recorder parts, however, are surprisingly sophisticated. The 
tessitura of the parts often lies in the high register that begins an octave above 
middle C, requiring the "half-hole" technique. Chromaticism and trills abound. 
219 Britten, Noye's Fludde, front matter. 
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Some players find it easier to use a sopranino recorder, which has a range a 
fourth higher than the descant recorder, to play large stretches of the part. A pre-
existing group from Framlingham College, which according to Rosamund Strode 
was well-regarded throughout Suffolk, played the Orford performances, with 
Stanley Taylor as the professional soloist-220 Plate 2 captures the recorder section 
in Orford in 1958. While precise ages are difficult to determine from a photo, the 
group was clearly not comprised solely of third-graders. 
Plate 2: Framlingham Recorders at the Premiere of Noye's Fludde, 1958 
©Kurt Hutton, 1958. Image provided by the Britten-Pears Foundation 
(www .brittenpears.org) Ref: PHPN/11/1/14 
220 Rosamund Strode, "Benjamin Britten and the Recorder," Recorder and Music 
Magazine, May 1965,262. 
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Seating a young section of recorder players is a formidable challenge 
today. There are significant differences between the student recorder populations 
of Britten's England and today' s America, especially given the widely varying 
music curricula. 
In The Cambridge Companion to the Recorder, Eve O'Kelley described 
recorder class in England. "Until the 1950s and 60s, most children were taught 
recorder as a class of anything from thirty to fifty or more pupils, with no 
concessions to ability or level of interest."221 Such a mass of piercing sound 
illuminates both Britten's ripieno recorder parts and his introductory note that 
"less than a dozen would make too small a noise." Indeed, the ripieno group 
features in the noisiest moments: the storm, the construction of the ark, the shrill 
objections of Mrs. Noye, and the orchestral ostinato. 
What is now called the "recorder revival" began in continental Europe, 
and "many happy and enthusiastic school recorder bands were established in 
Britain and Germany in the years immediately before and after the Second World 
War."222 Particularly in the postwar year, the unified educational systems in 
221 Eve O'Kelley, "The Recorder in Education," in The Cambridge Companion to the 
Recorder, ed. John Mansfield Thomson (Cambridge: Cambridge University Press, 1995), 
186. 
222 Ibid. 
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Europe allowed all kinds of instrumental study to flourish. These countries, 
according to O'Kelley, trained a greater number of recorder players at the 
primary level and beyond: 
At third level it becomes clear that, so far as the recorder is concerned, the 
countries where systematic music teaching is provided throughout all 
levels of formal education are those with healthy numbers of third-level 
recorder students and consequently, of course, professional players and 
properly trained teachers.223 
In the United States, local educational systems have widely divergent 
standards and curricula. Recorder instruction is common in some areas, but rare 
in others and is certainly not standardized. Most instruction happens at the mid-
elementary level, typically starting in third or fourth grade, and drops off 
precipitously during the middle school years. Recorder instruction is largely 
given in general classroom settings and treated as a pre-band instrument, and 
most middle school students stop playing recorder when they begin flute, 
trumpet, or violin lessons. The recorder band of Noye's Fludde, therefore, 
challenges contemporary productions more than the original. The technical 
demands of Britten's parts are faced by a pool of potential recorder players that 
is not only smaller but also younger. 
223 Ibid., 190 
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Some recorder players appreciated the parts. "The music in Noye's Fludde 
maintained its complexity while nonetheless being playable by amateurs. The 
parts lie easily under the fingers. His sympathetic instructions ('Breathe when 
you can!') make the music less intimidating. And when possible difficulties arise, 
he suggests altematives."224 This testimonial, however, came from an 
experienced adult player. Recent discussions with players who are also teachers 
have yielded a disbelief that such parts could be played by a group of 
contemporary students. 225 
224 Nancy Hathaway, "An American Recorder Player's Odyssey in Britten," The 
Recorder Magazine 22 (2002): 145-146. 
225 Susan Duffy and Dorothy Moffett (Eine Kleine Konsort), conversation with the 
author, June 7, 2013; David Green (Antique Sound Workshop), telephone conversation 
with the author, July 8, 2013. 
195 
Example 20. Challenging Recorder Parts, ~ and §.1 
Rec. 
~ (wind) q i r ........ 
- <tr ~.0~~ -& ~ ~ _..,_A Desc. 1, 2 1.1 .:'" - ' -~- - · - r-
~- -4 -
-·-
-'-1!!-fr_, -)---- -- -·-······-···· --··-· ···- +---v--.. '----- .. 
-~ --··· . . .. l <t1 • Treb. <tJ--
I J--..- i; .... , J----<tJ· I') Solo~p.· 1.1 ~ .p• I +r:O-.. ·9- -G - -
. 
' Rec 
@. 
l ett J <tJ .. ,, q ~ 
1'1 Rip. ~.0.-~ <tJ .. "'  .. .. .+to-.. j -& -& 1 --... -
I 
'"'· 
Most contemporary productions will therefore need to make some sort of 
accommodation. In the production in Westwood, four professional recorder 
players covered the solo and ripieno parts. Two amateur players (a third-grade 
clarinetist and his mother) joined them and were given the simplest of recorder 
parts: the hymn tunes, played with the congregation, which mostly 
corresponded to the written parts but an octave lower. This solution covered all 
parts but almost certainly "made too small a noise." The addition of adults to the 
recorder section was apparently done early in the history of the opera. The film 
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of the 1962 production in St. George's Church in New York City shows a 
-recorder section that contains some children but several players that appear to be 
in their thirties or older. 226 
A second possibility applies Britten's intent to today' s student experience. 
He included recorders because of their proliferation in Suffolk schools. Today' s 
equivalents would probably include flutes, saxophones, and guitars. The 
recorder parts are easily within range of middle-school flutists. What if they were 
played on at least three flutes? Such an adaptation would sacrifice the original 
recorder tone for greater youth participation and for an improvement in 
orchestral balance. While not ideal, this adaptation is preferable to a digital 
keyboard playing the recorder parts. 
The third potential accommodation preserves the recorder tone and 
community aspect, expanding the mission from educating children to a direct 
experience for amateurs of all ages. Eve O'Kelley writes: 
A major area for the recorder in education is that of amateur music-
making. The appeal of the recorder for the adult late-starter or amateur 
hobby player is a combination of its relative simplicity together with its 
portability, and the availability of good-quality but inexpensive plastic 
instruments. In the USA, provisions for amateurs are very good, with 
226 CBS News Archives, Noye's Fludde (Richard Flusser, producer), 
www.worldcat.org OCLC #703284493, bibliographic record accessed Dec. 26, 2013. 
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many regional Chapters of the American Recorder Society co-ordinating 
meetings and workshops which are generally led by professionals.227 
By tapping these resources, a conductor may profitably combine the rare 
professional, the adult amateur (whether a new beginner or someone dusting off 
a long-unused school instrument) and whatever children can manage the parts, 
perhaps even simplified. After all, Britten himself was an amateur adult recorder 
player. Noye's Fludde, too, is a draw for some adults, a rare chance to play as a 
large section in an orchestral work. Nancy Hathaway's article in The Recorder 
describes playing in N aye's Fludde as "an unfulfilled dream .. .I doubted that I'd 
ever get the chance."228 Wrangling a heterogeneous recorder section, albeit 
difficult, could represent the spirit of Britten's score. 
227 O'Kelley, 193. 
22s Hathaway, 145. 
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Plate 3: Britten the Amateur Recorder Player 
©Kurt Hutton, 1958. Image courtesy of www.britten100.org 
Handbells 
The handbell ensemble requires six players, each with two bells. The bells 
are those of the E-flat major scale, extending an octave and a fifth from E-flat to 
B-flat. The part presents two challenges: first, they do not appear untill111~ 
approximately forty minutes into the work. If the handbell ensemble comprises 
children or adolescents, they may require special handling by a chaperone or 
director. Second, Britten wrote the part in an alternate notation. For the 
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Westwood production the part was transcribed into standard notation. The part 
is small enough that this is not a cumbersome task. The novel timbre of the 
hand bells accompanies the unveiling of the rainbow. Because of this important 
staging and their long wait, the handbells are effective when placed in a balcony 
or at the rear of the room. If so, a subconductor is crucial. The part is complicated 
enough to make coordination with the rest of the ensemble slightly risky. The 
Westwood production used the organist in this role. 
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Example 21. Britten's Non-standard Handbell Part 
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Holst sheds light on the genesis of the handbell part: "Britten had 
happened to invite several members of the Aldeburgh Youth Club to choose 
what they wanted from among the stamps on the foreign letters that reach him 
by nearly every post. When the boys mentioned that they had a handbell practice 
that evening he asked them to come and play to him." 229 Bridcut takes up the 
tale: "He was so struck by their rendering of Little Brown Jug in his garden that he 
gave them this special moment in Noye's Fludde. Their discovery came quite late 
in the compositional process, but Britten felt they were 'a gift from God. So,' he 
said, 'we have to use them."' 230 
II. The Cast 
Each role and ensemble in the cast shall be introduced in the same manner 
as the instrumentalists. Britten's soloists were familiar collaborators; he spoke to 
them during the compositional process and, as usual, had specific voices in 
mind. The archetypical roles are also here: the energetic treble boy soloist, the 
older teenage girl gossip, even the singing congregation. Likely accommodations 
229 Holst, Britten, 61-62. 
230 Bridcut, Britten's Children, 232-233. 
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in the vocal parts include the age and gender of the singers cast in the various 
roles. 
The Animal Chorus 
The animal chorus is limited only by the number of costumes and space 
on the stage and in the ark. At Britten's Orford premiere, seventy children 
formed thirty-five animal pairs; the ark could not fit them all, and some simply 
processed through the ark and offstage. In all, the libretto names forty-nine 
animal pairs in seven groups. These groups process and recess together, and so 
careful placement of voices with older students strategically placed to guide the 
younger will aid blocking considerably. 
The members of the animal chorus must sing four sections from memory, 
with an option for a fifth. 
Table 3: Memory Requirements for the Animal Chorus 
four verses of "Lord Jesus, Think on Me" (optional) 
a processional K yrie 
three verses of "Eternal Father, Strong to Save" 
an antiphonal Alleluia 
four of the six verses of "The Spacious Firmament," in canon 
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The first hymn occurs before anyone appears on stage; Noye wanders in 
during the last verse. Thus, the director may decide to have the cast singing from 
the rear, with hymnals if memory is a concern. The youngest animals might be 
dismissed from this requirement if they have reached maximum capacity. 
The Kyrie is a two-note motif, F and E-flat in the middle of the voice. 
Britten asked for some changed voices in the animal chorus, and so this range is 
easy for almost anyone. Options are built in for birds and mice to tweet and 
squeak one or even two octaves higher at~ and~- The final statement at!!§] 
also includes the soprano octave. This whole section is easily taught in one 
rehearsal, and when periodically revisited throughout the production, it makes 
an easy first memorization step for the youngest performers. The Westwood 
production occasionally used the Kyrie motif in a liturgical manner in order to 
encourage the whole congregation that "they had already memorized part of the 
opera." 
Example 22: The Kyrie Theme, repeated ad libitum,~-
:II 
:J . it -
Ky - ri - e! Ky - ri - e! Ky - ri.'e - le - i- son! 
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The middle hymn, "Eternal Father, Strong to Save," requires three verses 
of the animals in unison. Advanced trebles face the challenge of a soprano 
descant on the final verse. Because it is not limited to the animals, certainly some 
of Noye' s Children will sing the descant. The archaic language may challenge the 
youngest, but the repeated last line, "0 hear us when we cry to thee for those in 
peril on the sea" makes memorization easier. The orchestral fury during the 
hymn may distract young singers, and, again, careful placement of stronger 
singers around the youngest animals will help. 
The Alleluia is a memorable tune that encompasses a fifth (from C down 
to F) in B-flat. The tune is repeated sixteen times. The first seven are repeated 
exactly, the next six include antiphonal echoes, and the final three are 
rhythmically diminished. Though it requires more effort than the Kyrie, it is easy 
to memorize this sequence. The antiphonal sections are easily accomplished by 
dividing the animal groups. Difficulties include learning the rhythmic variants at 
the end, encouraging the animals to be independent of Noye's family (which has 
a counterpoint), and counting the repetitions, particularly during the piano 
rehearsals early in the process. When present, the bugles help the animal chorus 
anticipate their parts. As with the Kyrie, the Alleluia motif is easily extracted for 
liturgical use in the season leading up to the production of Noye's Fludde. Church 
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musicians who use the entire Alleluia in this manner will have to consider the 
effect of the decidedly ambiguous last chord of the extract at In II-a B-flat 
major/minor seventh chord over an E-flat bass. 
Example 23a: Alleluia Theme, two measures after~ 
I 
AJ le - lu - ia, .. AJ - le - lu - ia! 
Example 23b: Antiphonal Alleluia at l1o9l 
fl I f I ~"""~-· 
t ~~-
u ~ ~ I I 
< AI - le- lu - ia, .. . AI-le - lu ia! 
1'\ I f I ,...., - l t ' 
~ ~ r I I 
AI - le -lu - ia, . . Al - le - lu - ia! 
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Example 23c: Diminution of Alleluia, one measure after [!QJ 
fl. 
ff 
1""""1 I 
-
1""-1 -;;;;;;;:-.. 
N's.Ch. 
Mrs.N tJ r r I I r r 
AI 
-
le- lu - ia, ... AI-le lu ia! AI - le -lu - ia! _ 
ff . . , ; I';) • •* ....-... 
NOYE 
AI - le -lu - in, .. . AI-le - lu - ia! AI - le-lu - ia!_ 
I JJ' 1""""1 
-
1""-1 ~ 
An. 1,2 
t. r r I I I' r 
Al - le- lu - ia, ... AI -le - lu - ia! AI le -lu - • I ta. _ 
I\ I ff ff sustained 
N's.Ch. 
Mrs.N tJ • I I I I I 
Al - le - lu ia! AI le .lu 
~I';) JJ' ff_ SIIStained ;; 
• • .. 0 
NOYE 
fl I ff ff SI/Siained 
An. 1, 2 
tJ I I I I I 
AI . le - lu ia! AI le lu 
~ ~·b IJ j !":\ N's. Ch. r j II r· t Mrs.N I 
ia, AI le lu ia! 
I -., !":\ 
NOYE 
iat AI le lu ia! 
!":\ 
An. 1, 2 
ia, AI le lu ia! 
The closing hymn, "The Spacious Firmament on High," also has archaic 
language. Encompassing a sixth from F-sharp to D, this singable tune proceeds in 
short verses, with interludes giving young singers the chance to prepare each 
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new verse. They also hear the first two verses sung by the older cast before 
singing the third (alone), fourth (in canon with the older cast), fifth (in unison 
while older cast and congregation sings four-part harmony), and sixth verses. 
This final verse is an eight-part canon in which Noye and the congregation sing 
the first voice. A member of Noye's family leads one animal group in each 
successive entrance. This recessional is sung against a nearly static orchestral 
backdrop. Since the orchestral score may be difficult for some to read, it is 
helpful to notate the canon as a single line, with entrance markings for an eight-
voice canon. The animals sing in the same divisions as in the Kyrie, but their 
leader from Noye's family may be different each time. 
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Example 24. Two Notations of TALLIS' CANON 
24a. The Choral Score 
7 
6 
5 
4 
7 
6 
5 
r«<1 Here the animals, divided into tllejr origiJial grou.ps ; ""ch group 
1.!!2.1 led by one of the children or Mrs. Noye, ••lk slowly out in procession. 
ANJMALS IN SEVEN PARTS TIERE IN SIEBEN S TlltfMKN 
,., " 1'·· 
<tJ 
1'1 II 
I«.. 
AJJ. 
<tJ 
"" 
41) 
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hu c~ist!ct: n o;..,...u • .£1 
glo -.rious vDice, For 
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+ 
ev - er sing - lng 
sin - gen silt im 
glo-rious voice, For 
Jlel - ~~ .. - ga11g ; S<J 
Ju 
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gei>t ~gen 
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Olt•· klil'!ffl dnch t 'in Klang, Von 
=+¥--- ---
lu rea-son's ear they 
lm geist:ge>~ Oltr kli"l:t 
j-
In 
r ... 
-15 
as, they shine,' The hau.d that made us 
""'- gen Sch.d .. ;'uns schuf di« llawd d~:s 
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sin. - gett s-ie im 
_I--
as they shine, 'The 
emt- gen Sclt..ein;~uJts 
7 
_ ____, 
4 
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.Y···--
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sing- ing 
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Example 24b. Reduced to Single Line for Clarity 
1. 2. 
4* a- - j IJ J j j 
In rea son's ear they 
3· 4· 
'# j j r j lr F r r 
all re - joice, And ut ter forth a 
5· 6. 
14 j j r lr j r r 
glo no us voice, For ev er sing ing 
7· 8. 
'# j j j J I J j j r 
as they shine: 'The hand that made us 
'# j j 0 IJ = j 0 II 
is Di vine!' A men. 
For the animal chorus, most of the challenge of memorization concerns the 
text, since the musical materials are well-designed to be both memorable and 
repetitive. The moments when the animals are truly on a solo line include the 
Kyrie, Alleluia, and three verses of "The Spacious Firmament." All other hymn 
verses have congregation, older cast, or both supporting the young singers. 
Costuming for the animals can be as simple or as ornate as desired. 
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Simple, representational costumes reflect the Chester heritage of this work; after 
all, the opera is an enactment of a ritual story, not an elaborate spectacle. 
Headdresses were the mode favored at the 1958 premiere, but Britten is careful 
to note that "the faces should be visible to see and be seen." 231 Of course, any 
costuming on the head must not interfere with the singing. The impressive 
designs, seen in Plate 4, used natural color schemes; other productions have 
selected brighter colors as an asset to their simpler, representational costumes. 
Puppet-type heads on sticks232 and held stuffed animals233 have served as 
alternatives. The 2013 production at the Belfast Zoo, which later traveled to 
Beijing, had elaborate stick-mounted papier-mache lanterns created in the 
Shandong Province of China.234 In contrast, the Jubilee Opera fiftieth anniversary 
production in the Orford church used common clothing that was vaguely 
231 Britten, Noye's Fludde: Notes on the Production, 2. 
232 Jeremy Eichler, "Kids Opera gets Adults on Board," Boston Globe, February 10, 
2009, accessed Oct. 26, 2013, http://www.boston.com/ae/music/articles/2009/02/10/ 
kids_opera_gets_adults_on_ board/. 
233Mid-Wales Opera in 2011, whose costumes are seen here, accessed Oct. 3, 2013, 
http://www.youtube.com/watch?v=rXImbwlbwls. 
234 KT Wong Foundation, "Reigniting the spirit of Britten' Extraordinary 
Children's Opera", accessed November 30, 2013, 
http://www .ktwong.org/project. php ?project=28. 
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representative instead of animal costumes.235 The Westwood production used 
two-dimensional headdresses that were simply created out of brightly colored 
construction paper and took up only the area above the forehead so as to not 
interfere with singing or expression. Brightly colored shirts, coordinated by 
animal group, provided a visual tableau of the appearance of the rainbow. 
235 Jubilee Opera, Noye's Fludde (Aldeburgh: Britten-Pears Foundation, 2009). 
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Plate 4: Headdresses from the Orford Premiere 
©Kurt Hutton, 1958. Image provided by the Britten-Pears Foundation 
(www.brittenpears.org) Ref: PHPN/11/1/4 
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Plate 5: Headdresses from the Westwood Production, 2013 
Photo by Karen Westerfield Tucker. Used with permission. 
Gossips 
Britten describes his ideal Gossips as "older girls, with strong voices, 
especially in the lower register, and chosen for their dramatic capabilities." 236 
These are small, comic roles, playing the drinking friends of Mrs. Noye. Their 
contribution consists of one long scene, one short laughing refrain, and an 
extended presence on stage, silently mocking the proceedings. Their range, 
236 Britten, Noye's Fludde, front matter. 
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str'etching a tenth from middle D-sharp to soprano F-sharp, clearly requires 
performers of a more advanced age and technique than the animal chorus. 
Expandable scoring is again in evidence. Britten asks for four Gossips, but 
there are only two independent parts, and one can envision even a group of 
sixteen without hurting the dramatic role. Since the Gossips are ultimately 
scattered to the flood, no room on stage is even necessary; their presence can be 
entirely accommodated in the aisles or wings. 
The musical material of the Gossips reflects his educational mission and 
artful construction. Beginning at~ with the memorable instruction "slow and 
lumpy," the girls sing their tune first in unison, then with Mrs. Noye singing 
counterpoint, and finally in two parts with a descant-type harmony. Britten 
made the bitonal harmonic context easy. While the orchestra lumps along 
reiterating E minor, Mrs. Noye and her minions insistently build on D-sharp, 
retaining the dominant chord even while the tonic sounds. Thus is a major 
seventh easily grasped by young ears. The obstinate D-sharp becomes a crucial 
symbol of Mrs. Noye' s refusal. When she is bodily dragged onto the ark, it is 
finally resolved as an E-flat in an unexpected C minor chord (before~) which 
neatly shifts the tonal center for the storm and "Eternal Father." 
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Example 25. The Bitonal Gossips Song, ~ 
Tonic and dominant harmony sounding simultaneously. 
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Casting the Gossips is usually easy. Many programs can find teenage girls 
who, although they may not want to be part of the "kid stuff" of the animal 
chorus, will gladly portray a character that expresses scorn to the rest of the cast. 
They are easily rehearsed separately, requiring only rehearsal with Mrs. Noye. 
This is especially useful in a church production, where the number and ages of 
the various participants are likely to be more variable than in a school or choir 
performance. 
Noye's Children 
When Britten wrote to baritone Owen Brannigan, asking him to sing the 
role of Noye, the composer charmingly described the sons and wives as 
"professional children."237 Sem, Ham, Jaffett, and their wives are each sopranos, 
with an alternate tenor part for Jaffett.238 Britten suggests an age range of eleven 
to fifteen. A distinction between the boys and girls, which happens often in 
Britten, is likely to recur here; those boys who were cast for their treble voice 
237 The type of singer he employed for one or two roles in many earlier operas 
(Turn of the Screw, Albert Herring, and of course many roles in the Little Sweep). Reed, 
Cooke, and Mitchell, Letters, vol. 4, 579-580. 
z3s See page 165-167. 
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were often younger than their female counterparts.239 
These professional children are solo singers that must have a strong sense 
of ensemble, with several trios and sextets to navigate. There is a hierarchy both 
between the genders and within each gender. The sons have more prominent 
parts because they must fetch the obstinate Mrs. Noye, a scene in which the 
wives do not take part. Of the sons, Sem is the first to appear and thus has 
additional verses to perform, as well as a solo scene with Mrs. Noye. The other 
sons have roughly equivalent roles. Of the wives, Mrs. Sem is called upon for 
more solo singing, whereas the others usually appear in tandem. 
The melodic material for these soloists is largely syncopated and 
memorable and appeals to young performers. The tessitura lies high and makes 
prominent use of the area between B-flat and E-flat in the soprano register, and, 
in a climactic moment, high A-naturals. The greatest challenge of these roles is 
the text, with its unfamiliar archaic spellings and dense ensembles requiring 
careful rehearsal and memorization. The long catalogue of the animals beginning 
at~ becomes almost a patter parlante song for each soloist. The "roll call" song, 
from ~nward, features a jaunty tune that modulates with the appearance of 
each new character. The motive is bounced back and forth in imitation, requiring 
239 Bridcut, Britten's Children, 128. 
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the young singers to feel comfortable with a rhythmically active ensemble. 
Conveniently for the young soloists, they perform the bulk of their roles in the 
first third of the opera. By the time of the storm, there are no more solos, only 
singing an octet (with the parents) and leading an animal group. 
Example 26. The "Roll Call" Song, three measures before l!il 
Mixed meter and canon are two of the challenges for the young sons and wives. 
S. and 
Mrs. S 
H. and J. 
'Mrs. H. 
1vfrs. J. 
S. and 
Mrs. S 
H. and J. 
Mrs. H. 
1vfrs. J. 
~ 
f'l 10 
t) 
f'l 10 
4!) 
f'l lol 
f 
a;Jg] r IB 
a - noynte ... Borde and tree and 
f 
make ... And for ... A-
r 1 I • 
pyche, A - noynte yt must be each st iche, Borde and tree and 
I 
make a fier for you in fere, 
Borde and tree and pynne, 
and 
I 
for to d.ighte youer dyn - ner 
borde and tree. and borde and pynne. 
a- gainste your com-inge in, your com - inge m. 
Borde and tree and pynne, borde and tree and borde and pynne. 
A-
gainste your com-inge in, a - gai11..~te your com- inge in, your con1- inge m . 
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· The roles of Noye' s Children often are altered to suit the needs of each 
particular production. Britten's casting vision is easily accomplished by large 
institutions or groups of children. For example, a large children's chorus may 
populate the animal chorus and select six of the oldest and most experienced 
singers to play Noye' s Children. If the performing institution has multiple age 
levels, such as middle school and high school, then a rough balance may be 
struck by employing the older students as Noye's Children, Gossips, 
instrumentalists, dancers, and property masters. Opera company productions, 
however, tend to give the six family roles to young, or young-looking, apprentice 
singers, three male and three female. Church productions, likewise, seem to use 
adults if the requisite number of teen soloists is unavailable. Many recent 
productions have employed three changed voices for all three sons; a few have 
made Sem and Ham into pants roles, casting women to play boys with a treble 
voice.240 
Professional Singers and Actors 
There are no traditional arias in Noye's Fludde. The baritone and contralto 
240 Such was the arrangement in the Westwood production, a choice based on the 
available soloists in each of the three participating adult choirs and the lack of strong 
teen singers. Those that were available were cast as Gossips. 
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must therefore be prepared for roles rich in both recitative and interaction with 
the other characters. Noye delivers most of the recitative, and has moments of 
close coordination with Mrs. Noye, God, the sons, and the dancers. The vocal 
range of this character is significant-nearly two octaves including a dramatic 
low F in the ensemble cadence at~-
Noye must also wrestle with the Early Modem English more than 
anybody else. Britten instructs the singers to pronounce archaic words as if they 
were in standard English. This rule of intelligibility is not particularly helpful 
when the character must declaim words of obscure meaning or origin, such as 
from rehearsal21: "With toppecastill and boespritte, with cordes and ropes, I 
hold all meete, to sayle forth, at the next sleete." An additional Chester volume 
adapted into modern English, such as the one by Maurice Hussey, is helpful for 
such inscrutable passages.241 
Noye's wife, marked as a contralto, can be any voice type as long as she 
has power below the staff. Her comic qualities are paramount, and her range 
extends from B below middle C to D-sharp a tenth above that. The Voice of God 
is not a singing role but should be filled by someone with musical training 
because a significant part of the role requires a sense of rhythm to coordinate 
241 Hussey, 26. 
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with the active orchestra. The church minister or school principal is a natural 
choice for this role, but the director must ensure they have sufficient rhythmic 
abilities. Both God and Mrs. N oye need sufficient rehearsal time to manage 
tricky coordination with Noye. The spouses have squabbling recitatives, such as 
at~· God and Noye also have a coordinated speech at~ where one fades in and 
another fades out during a long accelerando (shown in example 27). 
The collection of musicians required to perform Noye's Fludde, although 
flexible, can be daunting for its sheer size and odd variety. The original director 
wrote enthusiastically about the work's adaptability for nearly any community, 
but any potential production must be led by a strong institution. At the premiere, 
it was the Aldeburgh Festival that gathered the disparate elements. Most 
American productions have been led by a church. The next chapter will examine 
the models of production by various American institutions. 
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Example 27. Overlapping Speech, ~ 
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CHAPTER SIX: 
. MISSION, MODELS, AND STRATEGIES FOR NEW PRODUCTIONS 
Orford/ Aldeburgh Model 
Despite the expected local variations, Benjamin Britten composed Noye's 
Fludde for a specific time and place and therefore the circumstances of the first 
and second Aldeburgh Festival productions must be the starting point of this 
discussion.242 Whereas Chapter Five detailed individual musicians and 
ensembles that inspired Britten, all performers are included here to present a 
larger perspective. Charles Mackerras conducted the premiere at Orford in 1958, 
and three years later Norman del Mar conducted a revival that featured most of 
the same adult performers and young ensembles. Although several 
performances occurred between the two, the 1961 production at Aldeburgh 
should be considered the natural successor to the premiere. Because it was 
recorded and released commercially, the second production has become the 
norm against which all new productions are measured. 
The Animal Chorus of the 1958 production came from three different area 
242 All of the following data regarding participants come from the official 
Aldeburgh Festival program books for 1958 and 1961, held in the Britten-Pears Library. 
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schools, and the reach was broadened to nine in 1961. This group, the largest in 
Noye's Fludde, always carne from multiple schools and choirs. This unit also 
requires the least group rehearsal. Generally, the animals can learn their part in 
small groups, with one or two mass rehearsals to manage the logistics and stage 
movements of seven animal divisions. Because of the distance between the 
participating groups, Britten and his friends (tenor peter Pears, assistant Imogen 
Holst, and director Colin Graham) gathered around the piano in the Red House 
and made an ad-hoc reference recording for distribution to the various schools. 
In 1958, the ripieno orchestra consisted of several intact sections from 
various schools. Britten was therefore mostly writing for experienced young 
ensembles, not pick-up groups. The bugles were from the Royal Hospital School 
in Holbrook, the percussionists from Woolverstone Hall, and the handbells from 
County Modern School in Leiston. Frarnlingharn College's well-regarded 
recorder program played those parts. The string section was made up of students 
from the East Suffolk Rural Music School. 
In 1961, under Norman del Mar's leadership, the ensembles were slightly 
more collaborative, with string players gathered from Lowestoft schools as well 
as the Rural Music School. Some recorder players from Leiston joined the 
experienced Frarnlingharn contingent. The other sections were the same as in 
225 
1958. Importantly, this model's use of preexisting ensembles allowed for many 
rehearsals at each school and kept travel logistics minimal. 
The School Production 
The school-based model is ideal for staging a Chester Play. When Maurice 
Hussey released a new edition of the Chester cycle (in the same year that Britten 
was composing Noye's Fludde) he said, "The original communal method of 
presentation applies today nowhere better than to the different forms in a 
school."243 Britten's differentiated technical demands also apply well to school 
instrumentalists (for example, fourth graders playing third violin and fifth 
graders second violin), and vocalists (older, more experienced students can play 
Noye's family and the Gossips and first-graders may sing the parts of the 
animals). The separation of the animal chorus into seven groups also allows for 
division of parts by grade level or classroom. Furthermore, a regular rehearsal 
schedule of school music classes and ensembles allows for effective learning by 
young students, and avoids having to add yet another after-school activity for 
the already over-scheduled students. 
School performances in America are relatively rare, at least according to 
243 Hussey, 153. 
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the incomplete rental records of Boosey & Hawkes.244 This database lists eighty 
such performances since 1959, including not just public and private schools but 
also arts magnet programs and community music schools. After an initial burst, 
the number of school performances has declined steadily since the 1980s. The 
earliest appears to be Langstaff's 1960 production at the Potomac School outside 
Washington, D.C. Brewster Academy in New Hampshire recently mounted a 
production in the Britten centennial year. Until the late 1980s, it was common to 
find productions in public schools in most regions of the country, including 
Minnesota, New Jersey, Colorado, Washington, and Texas. 
In a few instances, an institution of higher learning brought the concept to 
a public school with assistance of a grant from a third organization. The 
Manhattan School of Music took an opera project, including Noye's Fludde, to 
New York's Public School75 with a grant from the Edward John Noble 
Foundation in the 1970s.245 Such occasions are rare, however, since not many 
schools have a university or conservatory in their neighborhood. Cooperation 
among several institutions, such as schools, colleges, and foundations, may be 
244 These records are discussed in detail in Chapter Two and included as 
Appendix A. 
245 Josanna La Valley, "Opera: Not for Adults Only" Music Educators Journal64, 
no. 1 (September 1977): 36-41. 
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difficult to execute. The mostly sacred nature of Noye's Fludde may also cause 
difficulties. A savvy music educator can usually make the case for sacred music 
in the classroom, and the Old Testament roots of the story might seem to 
broaden the perspective beyond Christianity. The Christ-centered hymns, with 
audience participation, no less, could easily become obstacles to a public school 
performance. 
An intriguing option is the performing arts school. Whether an after-
school institute or a magnet school devoted to fine and performing arts, such an 
organization could mount a production that involves a large swath of its 
students: singers, instrumentalists, dancers, actors, crew, and visual artists. 
Furthermore, teachers can fill the professional roles on stage and in the pit. The 
positive motivation of intergenerational partnership are likely maximized when 
the student sits next to his private lesson teacher in the orchestra or acts 
alongside her ensemble director on stage. 
Summer camps, especially those dedicated to the arts or affiliated with a 
church, might also offer a production. Just as in the school production, the opera 
can serve as a cooperative project for the population of music, dance, and art 
students. The concentrated schedule of a camp may pose difficulty, however. 
The animal chorus could learn its parts in a week or two, but the strings, 
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recorders, and solo singers would likely have to be prepared in advance. Such an 
opera camp, with adult orchestra members, gave a full production after a two-
week session in the San Francisco Bay Area under the auspices of a children's 
choir and a church music program.246 
Intergenerational Performance Organizations 
Because each play in the Chester cycle was the responsibility of a different 
guild of tradesmen, the dramas engaged a large group of the population and 
included all ages. Deliberately intergenerational institutions are today a rarity. 
One such group is the Revels organization which, in ten American cities, 
sponsors performances by and for all ages that link the seasons to dance, song, 
ritual, and storytelling. Revels founder Jack Langstaff was an early champion of 
Noye's Fludde. He learned about the work from Vaughan Williams in 1958 and 
soon produced it with his students at the Potomac School in Virginia.247 Noye's 
Fludde became a staple of the Revels repertoire, fitting neatly into their 
programming for all ages. 
246 Cantabella Children's Choir, "Opera Camp", accessed July 24, 2012, 
http:/ /cantabella.org/opera-camp/. 
247 Cooper, 84. 
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The Opera Theater of Weston (Vermont) has a motto of "bringing opera to 
children and children to opera." Its mission is a blend of mounting professional 
performances for children to view in school and producing opera in which 
children may participate. Their 2013 productions of Noye's Fludde echoed one of 
Britten's motivations. Vermont suffered from serious flooding damage during 
2011's Tropical Storm Irene, just as Suffolk had in the mid-1950s, and the Opera 
Theater of Weston used its production to raise funds for storm relie£.248 
Ensemble Outreach and Building an Audience 
Several ensembles, including individual choirs, orchestras, and opera 
companies, have produced Noye's Fludde as an extension of their regular seasons. 
Children's choirs in San Diego and Iowa City hired the professional orchestra 
but, fortunately, assembled some young players for the ripieno parts. 249 The 
Cantata Singers of Boston, an adult ensemble, used several of their regular 
vocalists and instrumentalists to coordinate with a nearby youth choir and music 
248 Opera Theater of Weston, accessed August 15, 2013, 
http://www .operatheatreofweston.corn/N ews--and --Events. php. 
249 Kelly Bennet, "Kids Prepare an Opera of Biblical Proportions," Voice of San 
Diego, May 25, 2012, accessed Nov. 23, 2013, http:!/voiceofsandiego.org/2012/05/25/kids-
prepare-an-opera-of-biblical-proportions/. "Opera and Repertoire," Crescendo 
Children's Choir, accessed November 23, 2013, http://crescendochildrenschoir.com/. 
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lesson program in 2009. 
Opera companies especially have viewed Noye's Fludde as an outreach 
opportunity. In such productions, young adult apprentice singers commonly 
sing the six roles of Noye's Children. The opera company's resident 
instrumentalists may be used, and some companies are tempted to dispense with 
the ripieno parts. The most successful productions include the student players. 
The Santa Fe Opera, with young guests, included Noye's Fludde as a family 
concert in its 2013 season. The Los Angeles Opera has made a tradition of 
massive free community performances, mounting productions in 2004, 2009, and 
2013 that included young musicians from schools, churches, and choirs. Such 
institutional partnerships are crucial for the opera company outreach: Opera 
North of New Hampshire worked with the students of a community music 
school, and Union University of Tennessee used its own children's choir.250 In a 
model of community-wide and multi-institution partnership, the Pacific Opera of 
Victoria (Canada) matched their adult opera singers with a children's choir, 
250 Sandy G. Torget, "NH's Opera North Plans Upper Valley Presentations," 
Performing Arts of New England, accessed November 23, 2013, 
http://www .cvneweng.org/index.php ?option=com_content&view=article&id=67:nhs-
opera-north-plans-upper-valley-presentations&catid=79:feature-articles-new-
hampshire&Itemid=23. "Photo Project," Union University, accessed November 23, 2013, 
http://www.uu.edu/photos/event.cfm?ID=4098. 
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accompanied by players from a professional symphony and the all-ages 
Conservatory of Music. High school students designed the sets and middle 
schoolers created the animal costumes.251 
Church Productions 
Despite the wide variety of production models for Noye's Fludde, the 
church is its most natural venue, and church music programs stand to benefit. 
Church productions have easily outnumbered all others in the United States and 
have been staged in most Protestant denominations and a few Catholic churches. 
Some conservative churches may not find the alterations that provide 
anachronism and comic relief palatable. Even mainstream churches may not 
regard Noye's Fludde as an act of worship but rather as a teaching and learning 
opportunity. The fundamental reason that church productions are appropriate, 
though, is that a performance of the opera is the enactment of ritual. Noye's 
Fludde was created for a community of time and place that shared a faith, history, 
and culture. Modern American productions do not share the history and culture, 
but the telling and retelling of a foundational story of the faith is crucial in 
zs1 "Noye's Fludde," Pacific Opera Victoria, accessed November 23, 2013, 
http:/ /www.pov .bc.ca/noyesfludde.html. 
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linking the community of Noye's Fludde together. 
Just like opera companies, arts schools, and children's choirs, churches 
have a vested interest in attracting and inspiring children. Church worship, 
supposedly an intergenerational experience, is subject to the same demographic 
pressures as concert audiences. It is not news that families with children and 
young adults are the coveted and often missing groups in mainline 
congregations. For several decades, church leaders have attempted to fill these 
gaps, but many worshipping groups have become more segregated. Some 
attempts to attract certain groups have unwittingly increased the distance 
between generations. Consider "contemporary" versus "traditional" worship 
services, youth Sunday, the children's musical, and Sunday School instruction 
concurrent with worship time. These are all events and formats with noble goals 
that have resulted in the division of the congregation or relegation of one group 
to be passive spectators while another leads worship. The typical children's 
musical falls short of an intergenerational activity. They usually lack links to the 
history of the church and congregation and the interaction with adult actors, 
singers, and players. Britten's work prescribes a type of mentorship that many 
churches desperately need, and the music is at once traditional, contemporary (in 
the real sense of the word), and durable in comparison to most of the forgettable 
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material that publishers of church youth music are marketing today. 
There are many natural advantages to the church performance of Noye's 
Fludde. The hymns are not obscure and can often be found in American hymnals. 
To varying degrees, many churches already have an organ, handbells, and 
possibly even trumpeters. That Britten scored Noye's Fludde for four hands 
playing one piano makes a church production more likely than if he had elected 
to compose for two pianos. 
A compelling practice is found in at least two American churches: a 
regular performance that occurs every three or four years, elevating the ritual of 
Noye's Fludde to a place in the long-term calendar. At the First Congregational 
Church of Greenwich, Connecticut, and Christ United Methodist Church of 
Greensboro, North Carolina, these periodic performances allow a child of the 
church to progress from Zebra to Gossip to Mrs. Jaffett, or from third violin to 
first violin in the ripieno orchestra. Along with costumes, props, and sets, these 
roles have themselves become symbols of a church community's history. 
Noye's Fludde requires a large number of participants for even a small 
production, and few churches have the resources to manage it alone. Ironically, 
of the American churches that are large enough, many worship in a style in 
which the acoustic instruments and traditional hymnody of Noye's Fludde are 
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alien. From the first performance in Orford, it was clear that Britten did not 
envision the opera as a monoculture. Rather, it was intended to involve 
collaboration at many levels: young and old, amateur and professional, and 
between institutions. This also echoes a mission of many church congregations to 
form connections outside their own walls with neighbors and community. 
Interfaith Possibilities 
The San Francisco Girls Chorus staged Noye's Fludde at the Temple 
Emanu-El in March 2014. This was not an activity of the Temple itself, however, 
but the ensemble using the Temple as a community performance space. A 
synagogue certainly fits Britten's prescription of "some big building-preferably 
a church." Despite the opera's ultimate source in the Hebrew scriptures, the story 
from the Torah went through two rounds of "Christianizing," first by the Chester 
author and then by Britten. Anachronistic references to Christ, St. John, and the 
ordinary of the Mass are sprinkled throughout Noye's Fludde, making it 
Christological by nature. 
Donald Harrison wrote a blog post detailing his experiences as a Jewish 
grandparent in the audience of Noye's Fludde. He compared the opera to a 
midrash, explaining to his five-year old grandson, "This opera is like a rabbi 
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telling a story about a passage in the Torah-only set to music."252 This 
characterization neatly echoes the original creative impulse of the Chester plays: 
to illustrate and illumine the tales for those who need it. The hymns are not the 
only Christological elements, but because they require active participation they 
provide the deepest challenge to Jews (or those of other faiths or atheists) who 
find themselves in the congregation. Harrison took the simple approach: "My 
assumption is that most Jews who attend will be satisfied to simply listen."253 
In recent years, attempts to mitigate the Christian aspects of Noye's Fludde 
have led to unfortunate lyrical compromises. In performances both live and 
recorded, non-sectarian groups have changed the first line of the opening hymn 
to "0 God, 0 Think on Me," presumably motivated by a desire to limit a sense of 
exclusion of non-Christian members of the community.254 Besides the clunky 
textual disruption, the change is cynical and pointless. After all, will those 
performers and audience members who are bothered by singing the name of 
252 Donald H. Harrison, "Church Opera about Noah Prompts Grandson to Ask a 
'Fludde' of Questions," March 18, 2006, accessed November 23, 2013, 
http://www .jewishsightseeing.com/ dhh_ weblog/2006-blog/2006-03/2006-03-18-
noye's_fludde.htm. 
253 Ibid. 
254 Opera Theater of Weston (VT) production in January of 2013; OperaTunity 
Performing Arts Center of Stoughton (MA) recording available via WorldCat, OCLC-
sharp835979341. 
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Jesus not notice that the middle hymn is Trinitarian and clearly refers to Jesus, by 
deed if not by name, in the third verse? 
The Westwood Model 
I conducted a multi-church performance of Noye's Fludde in May of 2013 at 
First Parish of Westwood, MA. Three congregations of the United Church of 
Christ, from neighboring towns in the Boston suburbs, pooled volunteers and 
resources. An ecumenical town project, featuring the Catholic, Episcopal, and 
UCC congregations in Westwood, was considered, but the denominational 
collaboration proved easier to realize. The three churches, hereafter referred to as 
Westwood, Canton, and Medfield, each employed a regular organist, and so the 
professional keyboard roles were easily filled. The music director from Medfield 
was assigned as the organist; his handbell choir was placed in the rear gallery, 
adjacent to the organ, so that they could follow their customary conductor. The 
music director from Canton was an accomplished bass vocalist who served well 
in the role of Noye. The children's choir director at the host church in Westwood 
served as director and producer, created the costumes, and sang the part of Mrs. 
Noye. Two adult soloists from each congregation sang the roles of Noye's 
children, and there was an open call for teenage girls to sing as Gossips. Children 
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and adult choir members filled out the animal chorus. 
There was also an open call for amateur orchestra members, and it turned 
out to be a harder requirement to fill. Some young string players expressed 
interest but dropped out. One mother and her third-grade son played recorder in 
a reduced ripieno role. A member of the Westwood church played trumpet. 
Partner institutions were vital. Students from Milford High School played strings 
and percussion, with their teacher leading them. A recorder consort played most 
recorder parts. The professional strings were hired freelancers. 
The host church paid most of the costs of the production. If this 
collaboration developed into a yearly event then effective sharing of costs might 
be arranged. The visiting music programs found ways to ease the cost to the host 
church. For example, Medfield purchased choral scores for all three churches 
because they had a budget surplus. Westwood received the proceeds of the 
freewill offering to help offset costs, and financial support from a memorial fund 
helped pay the performance rights, part rental, and professional instrumentalists. 
Such legal and monetary details grow more complicated with the rising 
necessity of American institutions to partner with other groups to successfully 
mount Noye's Fludde. Once such matters have been settled, the director and 
conductor may find the rehearsal process equally daunting if the participants are 
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spread over a large area. The next section will offer some strategies for a 
fragmented rehearsal process that maintains the educational value and faith 
formation for the musicians. 
II. Rehearsal Strategies 
The communal aspect of the Chester Mystery Plays drew Britten to this 
libretto and helped him craft a vision for an intergenerational community of 
musicians who could learn from each other. Ideally, a production team would 
have the luxury of rehearsing and preparing the score in a large community in 
homage to its medieval roots. In general, though, the realities of different 
learning capabilities, budget, and challenges of collaborating with multiple 
institutions necessitate a segmented rehearsal process of Noye's Fludde. 
Music Literacy for the Youngest Animals 
The printed choral parts encompass both the animal chorus and the 
Gossip parts. They do not include the opening hymn, which in many 
productions will be sung by the chorus members seated among or behind the 
audience. Furthermore, it is not a piano-vocal score but a true choral score with 
cues, long tacet sections, and no accompaniment. For these reasons and because 
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of the complicated notation of an eight-part canon, the conductor is well served 
by creating his own score for the youngest participants. Appendix B includes the 
condensed children's score and invitation created for the Westwood production. 
A score is not necessary for these youngest animals. The part can be easily 
memorized when taught by rote. To maximize educational potential, however, 
the youngest students must learn and practice some skills by participating. The 
creation of a simplified score for the Kyrie and Alleluia allows the learning 
process to be "rote to note" rather than simple rote. Students are likely to listen 
to the songs on CD or mp3 player, updating Britten's concept of 1958. If they are 
also seeing the notes, more musical learning will take place. 
This motivation is doubled when the performing organization is a church. 
Noye's Fludde is an opportunity to improve not only music literacy but also 
worship literacy. Although the hymns in Noye's Fludde are quintessentially 
Anglican, they have not faded entirely from the American congregation a half-
century later. Table 4 lists the appearances of these hymn texts and tunes in 
several standard American hymnals. Not surprisingly, The Hymnal1982 of the 
American Episcopal Church is the hymnal with the strongest connections to 
Britten's hymns. The tables begin with the hymnal that he first acquired while a 
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student at Gresham's, which is still in possession of the Britten-Pears Library.255 
Table 4: The Hymns of Noye' s Fludde as found in Selected Hymnals 
Lord Jesus, Think on Me 
Text: Synesius of Cyrene, Sth century? 
Tune: SOUTHWELL, William Daman, 16th century 
Public School Hymn Book (1919) Exact tune, no Synesisus text 
Hymnal1982: according to the use one different verse; phrase endings 
of the Episcopal Church (1982) rhythmically altered 
United Methodist Hymnal (1989) No 
Pilgrim Hymnal (1958) one different verse; phrase endings 
rhythmically altered 
New Century Hymnal (1995) no 
Worship and Rejoice (2001) one different verse; phrase endings 
rhythmically altered 
Lutheran Book of Worship (1978) one different verse; phrase endings 
rhythmically altered as 1982 
Evangelical Lutheran Worship one different verse; phrase endings 
(2006) rhythmically altered 
Presbyterian Hymnal (1990) one different verse; phrase endings 
Glory to God: the Presbyterian rhythmically altered 
Hymnal (2013) exact 
The Baptist Hymnal (1991) no 
The Baptist Hymnal (2008) no 
255 Public School Hymn Book with Tunes, ed. Committee of the Headmasters' 
Conference, 2nd edition (London: Novello and Company Ltd., 1919). 
Eternal Father, Strong to Save 
Text: William Whiting, 1860 
Tune: MELITA, John B. Dykes, 1861 
Public School Hymn Book 
Hymnal1982 
United Methodist Hymnal 
Pilgrim Hymnal 
New Century Hymnal 
Worship and Rejoice 
Lutheran Book of Worship 
Evangelical Lutheran Worship 
Presbyterian Hymnal 
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Glory to God: Presbyterian Hymnal 
Baptist Hymnal (1991) 
Baptist Hymnal (2008) 
exact 
occasional phrases reworded 
No 
two words altered 
no 
occasional phrases reworded 
occasional phrases reworded 
language modernized; one phrase 
changed 
occasional phrases reworded 
language modernized; one phrase 
changed 
language modernized; one phrase 
changed 
language modernized; one phrase 
changed 
The Spacious Firmament on High 
-Text: Joseph Addison, 1712 
Tune: TALLIS' CANON, c. 1561 
Public School Hymn Book 
Hymnal1982 
United Methodist Hymnal 
Pilgrim Hymnal 
New Century Hymnal 
Worship and Rejoice 
Lutheran Book of Worship 
Evangelical Lutheran Worship 
Presbyterian Hymnal 
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Glory to God: Presbyterian Hymnal 
The Baptist Hymnal (1991) 
The Baptist Hymnal (2008) 
text and tune separate (text set to 
LONDON ADDISON'S)) 
both, but separate (text set to Haydn 
CREATION) 
tune only 
both, but separate (Haydn CREATION) 
tune only 
tune only 
tune only 
tune only 
tune only 
tune only 
tune only 
No 
Despite a few minor changes in verbiage, these hymns are part of the 
musical and historical mother tongue of young churchgoers. Making sure they 
learn the text and tune and then reinforcing it by reading the words and music 
will satisfy the missions of both music education and worship literacy. 
Planning for Inter generational Cooperation 
Contemporary directors need not feel embarrassed about the fragmenting 
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or sectionalizing of the rehearsal plan. Even in the premiere, which under the 
auspices of the composer and the Aldeburgh Festival might seem to be the most 
ideal performance conditions, the performers were gathered from multiple 
towns and institutions. Sectional rehearsals were held concurrently in several 
towns until the large group could be assembled for final rehearsals, and schools 
received a "rehearsal LP" made in the Red House by Britten and company. 
Few, if any, producing organizations will have all the necessary 
participants in one place and time to rehearse together until the very late stages 
of the production. These late rehearsals, together with the performances, may 
suffice as the intergenerational experience, but a creative director can use 
rehearsal planning to increase cooperation among the participants. For example, 
a joint rehearsal between bugles and animal chorus will preempt confusion 
during the Kyrie and Alleluia. Two very young mice with two elderly cats were 
paired for the K yrie in the Westwood production. Since the ladies could not 
process, they sneaked out of their front pew to chase the mice a few steps onto 
the ark, and this game kept the girls focused on their task. The church also 
incorporated the hymns from Noye's Fludde into regular worship, thus allowing a 
large, intergenerational group to learn together. 
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Long-Range Planning 
If the rehearsals must be largely sectional, rehearsal plans and strategies 
will vary with the type of institution mounting the production. One must first 
plan for the large groups of young players and singers, which are the most 
distinctive aspect of this opera. Schools, youth choirs, and youth orchestras with 
a regular weekly rehearsal are likely to prepare throughout the course of a 
semester or year. In this situation, Noye's Fludde becomes part of the curriculum 
for this period. Since the parts are noticeably difficult for younger players, the 
recorders would especially benefit from a long preparation period. The animal 
chorus, on the other hand, does not require a semester's worth of time to 
prepare. Some groups have paired Friday Afternoons or other Britten choral works 
with Noye's Fludde, extending the hour-long opera into an evening-length concert 
and giving more performance time to the children of the Animal Chorus. 
Camps have a defined duration and are likely to require a consolidated 
schedule. For a festival group, perhaps comprising singers from all over a city or 
region, rehearsals may need to be concentrated and small in number. In both 
cases, the animal chorus can learn and memorize their parts in a short time; the 
instrumentalists will require more lead time. It is helpful if the young players are 
taking lessons and especially if their private teachers are engaged to play the 
245 
professional parts. 
Church productions sit at a juncture between the previous two examples. 
Most music ministries can construct a weekly or even monthly rehearsal period; 
however, the problem of overscheduled youth is familiar to many music 
directors and parents. Attendance might be improved with a short, more intense 
rehearsal process. Compared to an opera company conductor or arts camp 
instructor, the church director is less likely to specialize in instrumental training 
and must rely more on private teachers. The handbell ch_oir, though, may simply 
adopt Noye's Fludde into their normal rehearsal schedule. Furthermore, a long 
preparation timetable requires frequent cheerleading and refocusing of the 
musicians. Even the adults in the Westwood production lost sight of the goal 
until they rehearsed with costumes, sets, and orchestra in the week before the 
performance. If an extended schedule of preparation is chosen, some of the music 
may be integrated in Sunday worship, providing extra opportunities for both 
recruiting and memorization. 
The Gossips are independent of the rest of the production, and their 
rehearsal process should reflect that. If teenage performers have complicated 
schedules of school, athletics, and work, one need only find a time when they 
and Mrs. Noye can work together. It is possible that the ensemble not see the 
246 
Gossips until the week of the production. Again, a weekly rehearsal would 
enable the most productive learning, but a short series of rehearsals can also 
suffice. Similarly, the actor playing the Voice of God in Westwood production 
rehearsed alone with the music director until the dress rehearsal. N oye must 
double his rhythm in one complicated sequence at I§ but otherwise his timing 
mainly concerns the timpanist. 
The eight members of Noye's family have the longest rehearsal lead time 
and the most strenuous demands. The six children have tuneful parts but many 
words to memorize. These young performers should be given their parts at least 
six months ahead of the production. Regular and early meetings with the 
director will help build their confidence sufficiently so that, when staging is 
added, memory will not be a problem. They also must rehearse as a sextet and an 
as an octet with their stage parents. 
Finally, the professional singing roles of Mr. and Mrs. Noye have the most 
intense rehearsal needs. Even seasoned professionals, expected to arrive with 
their parts learned, will require several rehearsals to coordinate their interaction. 
Noye, who drives the action throughout, has many string-accompanied 
recitatives that pose a problem if under-rehearsed. 
Orchestral rehearsals in a church setting are likely to start with a two-
247 
tiered approach. Parts should be supplied to the ripieno players far in advance. 
In a perfect world the students would take the parts to their lessons, practice 
them at home, and have periodic meetings by section to gauge progress. The 
professionals, particularly if they are hired from outside the church community, 
may not be present until near the performance date. If financially possible, 
though, arrangements to put professionals and the students in the same room 
early in the process can be beneficial. The first rehearsal should be for 
professionals only to introduce them to the character and oddities of the score 
and allow them to lead the ripienists more ably at subsequent rehearsals. Ripieno 
strings, recorders, and battery percussion, though given plenty of separate 
rehearsal time, will only get in the way of the first rehearsal and are better saved 
for the second. Bugles, handbells, and organ can be saved for the second or even 
final rehearsals if time or finances are tight. Each of these small parts is relatively 
self-contained and, like the part of the Gossips, may be added late when the 
musicians have been practicing in sectionals. 
In the Westwood production, initial rehearsals were played by the 
quintet, both pianos, and adult recorders. The professional timpanist was desired 
but unavailable. This rehearsal was repeated two weeks later, joined by all the 
ripieno instrumentalists: bells from Medfield, recorders from Westwood, and 
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percussionists and string players from Milford High School. The next day the 
entire orchestra joined the cast in a dress rehearsal. Because the performance date 
followed spring break, the full dress rehearsal could not be held during the week 
of the performance. We attempted to keep their performance level high with 
ripieno sectionals and a cast walk-through, accompanied by piano and recorders, 
on the day before the performance. 
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SUMMARY 
Noye's Fludde is an extraordinary work of art, community, and education. 
Upon analysis, it demonstrates Britten's exceptional ability to compose engaging 
music for children, under self-imposed technical limitations, that simultaneously 
put modern techniques into the ears of the young performers and their audience. 
The opera's inherent musical worth challenges the assertion that children's music 
must be of lesser quality or is somehow easier to compose. Furthermore, the 
intergenerational design of both cast and orchestra is both highly unusual and 
exceedingly useful. Rather than isolating young musicians in a musical project, 
Noye's Fludde follows its ancestor, the Chester miracle plays, in creating a model 
where apprentices learn alongside masters. The opera is a direct experience that 
can enhance music education, faith formation, or both in the performing 
community. 
In its first twenty-five years, Noye's Fludde proved very useful in England 
and several other countries. The number of American performances reached its 
peak in the 1970s, and has declined substantially since the 1990s. With minor 
adaptations to the elements of the score that contemporary productions find 
most challenging, many more American institutions could realize the benefits of 
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this opera. 
Alfred Pollard, whose edition of Noah's Flood: The Waterleaders and Drawers 
of Dee Playe was Britten's source, wrote of the Chester cycle, "Where a city was 
prosperous new gilds would arise, and the original plays have to be subdivided 
in order to give them a share in the performance. When, on the other hand, the 
means or the enthusiasm of the gilds was on the decline, two or more plays 
would have to be run together."256 Later in the same introduction, Pollard notes 
that the "marks of amalgamation are easily traced" in the earliest extant Chester 
manuscript. 257 The miracle plays changed according to the needs of the 
performing community. If potential conductors neglect Noye's Fludde because 
they hesitate to make changes to scoring or casting, they might consider that 
spirit of the ancient ancestor of the 1958 Orford pageant. 
Similar reassurance comes from Orford's closest modern ancestor. 
Aldeburgh Music sponsored two performances of Noye's Fludde on Britten's 
centennial weekend of November 22-24, 2013. It was performed in East Suffolk, 
birthplace of both the composer and his opera. Those listening to the broadcast 
on BBC Radio 4 heard some alterations to the roles of Noye's sons. Most 
256 Pollard, xxx. 
257 Ibid. 
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· noticeable at~ and § it seemed that the young singer portraying Sem had lost 
his top F-sharp and G. I have no firsthand knowledge of the problem nor the 
discussion that must have ensued; certainly this production, above all others, 
held high esteem for Britten and the prescriptions of his score. Paul Kildea, the 
conductor and an author often referenced in this study, seems to have chosen a 
course similar to Britten's in 1958: both elected to keep their singer in his role, 
adapting the score rather than replacing the singer. 
Almost forty years after his death, performances of works by Britten are 
not as dominated by those who knew him personally. As new generations take 
up the works, the distractions of his attraction to childhood or his thorny 
relationships with colleagues and peer composers fade. His words in the Aspen 
speech, however, should be preserved as an important appendix to his scores. "I 
wish to write music that is useful"; "It is useless to write music for children by 
which they are bored"; "We should take care of the present generation and let 
the future look after itself;" these guiding principles reflect the genesis of Noye's 
Fludde and should provide an impetus for today' s conductors to revive it. A 
century after Rite of Spring, we still struggle to help audiences young and old 
understand twentieth-century music, and Britten modeled one way to do it. 
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Noye's Fludde is a work with few peers, and perhaps his example can instigate 
contemporary composers to more fully explore the intergenerational model. 
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APPENDIX A: 
DOCUMENTED AMERICAN PRODUCTIONS, 1959-2013 
The following data was obtained from the rental records of Boosey & 
Hawkes in New York City. The publisher logged recent performances on their 
online performance search tool, but the majority of these records were taken 
from the handwritten card files maintained from 1959 until the 2000s. Not all the 
cards were readable. Those that are partially obscured have been replicated as far 
as possible and then noted with question marks. The amount of information 
logged on each card is also variable: some cards noted city and state, others did 
not. I endeavored to present the information in its original form whenever 
possible. I clarified information when an entry's meaning was beyond any doubt 
(e.g., "Presby Ch" became "Presbyterian Church" and Utah State University was 
safely assumed to be in the state of Utah). Some entries, especially the location of 
certain churches, were independently verified. Beyond the data from the records 
themselves, I attempted to ascertain the type of institution that presented the 
work; in most cases this was apparent, but some have been left blank. 
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Organization Date City State Type 
Union Theological 
Seminary 3/17/1959 New York NY college 
St. Johns Episcopal 
Church 6/9/1959 NJ church 
Cornell University 1/16/1960 NY college 
Potomac School 3/15/1960 school 
So. Congregational 
Church 5/8/1960 MA church 
California Fund for 
Music 12/10/1960 Los Angeles CA association 
George School 4/29/1961 PA school 
Rankin School 4/30/1961 KS school 
First Church 
Congregational 5/7/1961 Cambridge MA church 
1st Presbyterian Church 2/27/1962 Boca Raton FL church 
1st Presbyterian Church 5/7/1962 OH church 
1st Methodist Church 5/13/1962 Syracuse NY church 
St. Paul Episcopal Church 5/27/1962 CT church 
Houston Independent 
Schools 6/6/1962 Houston TX school 
University of Washington 12/4/1962 college 
Riverside Schools 2/20/1963 CA school 
Mary Institute Glee Club 4/27/1963 MO ensemble 
D. Latin School of 
Chicago 5/11/1963 Chicago IL school 
Simpson Players 5/12/1963 MN theater co 
Perry Mansfield School 8/3/1963 school 
Ft.Collins Senior HS 11/15/1963 Fort Collins co school 
Plymouth Symphony 1/24/1964 ensemble 
University of Texas 4/6/1964 TX college 
Club 47 (Harvard 
University) 5/17/1964 Cambridge MA theater co 
Church of the Messiah 7/26/1964 church 
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Church of the Holy Spirit 10/9/1964 church 
Southeastern Lousiana 
College 10/:30/1964 Hammond LA college 
St. Paul's Episcopal 
Church 2/27/1965 church 
Pullman Public School 3/5/1965 WA school 
Christ Church Hamilton 3/19/1965 MA? church 
St. Mary School 5/13/1965 MD school 
St. John's Church 5/30/1965 CT church 
1st Congregational 
Church 6/6/1965 MN church 
Greenville Fine Arts 10/23/1965 Greenville sc association 
Webster College 11/21/1965 MO college 
Trinity University 12/5/1965 San Antonio TX college 
Colorado State College 1/18/1966 co college 
Plymouth Congregational 2/13/1966 lA church 
1st Baptist Church 3/12/1966 CA church 
St. Mary's College 3/13/1966 IN college 
Germantown Friends 
School 3/18/1966 Philadelphia PA school 
Springfield School 
.... : 4/15/1966 PA school 
Lamar High School May-66 Houston TX school 
Orinda Community 
Church 5/7/1966 Orinda CA church 
Collingwood 
Presbyterian Church 5/8/1966 Toledo OH church 
1st Presbyterian Church 5/8/1966 PA church 
St. Agnes Church 5/9/1966 AZ church 
1st Presbyterian Church 5/13/1966 MI church 
Christ Ch. Hamilton & 
Wenham 5/21/1966 Hamilton MA church 
St. Mark's Cathedral 7/16/1966 Washington? DC? church 
Chicago Symphony 7/16/1966 Chicago IL ensemble 
St. Paul's Cathedral 11/13/1966 NY church 
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Corpus Christi 
Symphony 12/10/1966 Corpus Christi TX ensemble 
St. Michael 12/28/1966 TX church 
Central Presbyterian 2/1/1967 co church 
1st Methodist Church Feb-67 NJ church 
Webster Groves 
Presbyterian 2/25/1967 MO church 
WaupumnHS Mar-67 WI school 
Tennessee Wesleyan 3/5/1967 TN college 
Washington Cathedral 3/10/1967 Washington DC church 
Westminster Presbyterian 4/8/1967 OR church 
1st Methodist Church 4/9/1967 MI church 
1st Methodist Church 4/9/1967 WI church 
1st Methodist Church 4/15/1967 0? 0? church 
St. Stephen's Episcopal 4/16/1967 MA church 
1st Methodist Church 4/30/1967 MI church 
1st Presbyterian Church 5/10/1967 FL church 
1st Methodist 5/19/1967 Palo Alto CA church 
Collingwood 
Presbyterian 5/21/1967 Toledo OH church 
St. Paul's Cathedral 10/16/1967 NY church 
Stephens College 10/22/1967 Columbia MO college 
Stephens College 10/29/1967 college 
St. George Nov-67 Byriver? NJ? church 
Central Lutheran Church 11/11/1967 VT church 
University of Redlands 11/12/1967 CA college 
Central Presbyterian 11/26/1967 NY church 
Hartford Festival Dec-67 Hartford CT festival 
1st Presbyterian Church 12/3/1967 NJ church 
St. Paul's Church 12/17/1967 NJ church 
Northern Arizona 
University 12/18/1967 Flagstaff AZ college 
Grandale Presbyterian 
Church 2/27/1968 MI church 
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United Church 3/23/1968 NM church 
Hanson Pl. Central 
Methodist 3/24/1968 New York .NY church 
Christ Episcopal Church 4/27/1968 WY church 
Church of the Holy 
Comforter May-68 PA church 
1st Presbyterian Church 5/2/1968 PA church 
Tyler Street Methodist 
Church 5/6/1968 TX church 
1st Congregational 
Church 5/12/1968 CT church 
Banks School 5/17/1968 MA school 
Pine Street Presbyterian 
Church 5/21/1968 PA church 
Monadnock Music 7/25/1968 NH festival 
Doylestown Presbyterian 10/26/1968 Doylestown PA church 
Trinity Episcopal 
Cathedral 11/24/1968 NJ church 
Angelo State College 11/24/1968 TX college 
Cathedral Mary Queen 12/4/1968 MD church 
St. Paul's Church 12/15/1968 NJ church 
1st Methodist Church 12/19/1968 CA church 
George School 1/31/1969 PA school 
Wesley Methodist 
Church 2/9/1969 CA church 
1stUMC 2/14/1969 WI church 
West Virginia University 2/16/1969 wv college 
1st Presbyterian Church 2/21/1969 FL church 
Lima Rotary Boys Choir 3/2/1969 Lima ensemble 
Madison J r HS 3/19/1969 OR school 
1st Congregational 
Church 3/23/1969 CA church 
Trinity Parish 4/27/1969 NJ church 
Episcopal Church 4/28/1969 DeKalb IL church 
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E. Walker School May-69 CT school 
P. E. Nelson 5/5/1969 WY ??? 
1st Baptist Church 5/6/1969 TX church 
1st Baptist Church 5/18/1969 MI church 
1st Congregational 
Church 5/25/1969 CT church 
University of Arkansas 11/2/1969 AR college 
Children's Theater 11/10/1969 AZ theater co 
Trinity Church 11/23/1969 Swarthmore PA church 
Central Presbyterian 
Church 11/30/1969 Rochester NY church 
Maryville College 2/1/1970 TN college 
St. Luke's Church 2/8/1970 NJ church 
Mt. ViewCh. 2/9/1970 co church 
Central Missouri State 2/9/1970 MO college 
Denison University 2/19/1970 OH college 
Brooklyn Music School 3/1/1970 NY school 
Bellaire Methodist 
Church 4/12/1970 Bellaire TX church 
North Austin Lutheran 4/18/1970 IL church 
Utiva Chorale Academy 4/18/1970 ensemble 
1st Congregational 
Church 4/19/1970 MT church 
Tyler Methodist Church 4/25/1970 Tyler TX church 
Covenant Presbyterian 
Church 4/26/1970 Madison WI church 
First Presbyterian Church 5/7/1970 wv church 
St. Mark's Church 5/8/1970 CT church 
St. George's School 5/10/1970 RI school 
Parish of St. Paul 5/15/1970 San De'igo CA church 
Mountview Presbyterian 5/17/1970 Denver co church 
Talbot Church 5/17/1970 VA church 
Inst. Anglo Mexicana 6/2/1970 association 
1st Congregational 6/7/1970 Minneapolis MN church 
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Church 
Butler University 11/8/1970 IN college 
United Presbyterian 
Church 11/15/1970 Pittsburgh PA church 
Central HS 11/24/1970 Walled Lake MI school 
Unitarian Church 12/4/1970 Arlington VA church 
Alexandria Perf Arts 
Center 1/28/1971 Alexandria VA ??? 
Mr. Don Steele 1/31/1971 Wichita KS ??? 
St. George School 2/6/1971 RI school 
1st Presbyterian Church 2/12/1971 Kirkwood MO church 
First Park Congregational 2/28/1971 MI church 
Shady Hill School 3/9/1971 MA school 
NewarkHS 3/12/1971 DE school 
1st Presbyterian Church 3/19/1971 Ann Arbor MI church 
Lima Rotary Boys Choir 3/26/1971 Lima OH ensemble 
Church of Christ Union 3/28/1971 Berea KY church 
Villa Walsh Academy 4/3/1971 school 
University of New 
Hampshire 4/23/1971 NH college 
Plymouth Congregational 
Church 4/29/1971 Coconut Grove FL church 
Trinity Church 4/30/1971 CT church 
Florida State University 5/6/1971 Tallahassee FL college 
Ellis School 5/8/1971 PA school 
First Congregational 
Church 5/9/1971 Eau Claire WI church 
1stUMC 5/10/1971 Champaign IL church 
Trinity Episcopal Church 5/14/1971 Concord MA church 
Trinity Church 5/15/1971 church? 
1st Presbyterian Church 5/16/1971 Lincoln NE church 
St. Stephen's Episcopal 5/16/1971 church 
Central Presbyterian 
Church 5/19/1971 Rochester NY church 
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1st Presbyterian Church 5/23/1971 Kalamazoo MI church 
Utah State University 5/25/1971 UT college 
Whitworth College 10/15/1971 WA college 
University Presbyterian 
Church 10/16/1971 Seattle WA church 
Flossmoor Community 
Church 10/24/1971 IL church 
St. Stephens UMC 10/24/1971 church 
Salisbury State College 10/31/1971 MD college 
Plymouth Congregational 10/31/1971 Minneapolis MN church 
Park Church 11/11/1971 Elmira NY church 
1st Methodist Church 11/14/1971 Redlands CA church 
Queens College 12/7/1971 Queens NY college 
All Souls Church 12/10/1971 NC church 
GraceUMC 12/12/1971 lA church 
Westover School 2/3/1972 CT school 
Arkansas Orchestra 
Society 2/10/1972 AR ensemble 
1st Presbyterian Church 3/1/1972 PA church 
Memorial Presbyterian 3/12/1972 MI church 
Aldersgate UMC 3/16/1972 CA church 
St. Andrews Presbyterian Apr-72 CA church 
1stUMC 4/9/1972 Sioux Falls SD church 
Rhode Island College 
Choir 4/13/1972 RI college 
Park Congregational 
Church 4/16/1972 MI church 
St. Mary's R.C. Church 4/22/1972 NY church 
Robert Lee HS 4/25/1972 TX school 
1st Congregational 
Church 4/29/1972 CT church 
1st Presbyterian Church 4/30/1972 Dearborn MI church 
Spring Street Gym 5/5/1972 New York NY association 
1st Presbyterian 5/6/1972 PA church 
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St, Mark's Episcopal 
Church 5/12/1972 LA church 
Christ Church 5/12/1972 MD church 
Wayne Presbyterian 5/13/1972 Wayne PA church 
Menlo-Atherton HS 5/14/1972 Atherton CA school 
2nd Presbyterian Church 5/14/1972 MD church 
1st Congregational 
Church 5/21/1972 Berkeley CA church 
Chevy Chase 
Presbyterian 5/21/1972 Chevy Chase MD church 
Pine Street Presbyterian 5/21/1972 PA church 
Gallup Opera Guild 5/25/1972 opera co 
Emmanuel Church 6/2/1972 RI church 
1st Presbyterian Church 6/4/1972 Gainesville FL church 
St. Andrew's Presbyterian 
Church 8/13/1972 CA church 
John Knox Church 11/10/1972 WA church 
Colorado 
!st Presbyterian Church 11/12/1972 Springs co church 
All Saints Episcopal 
Church 11/12/1972 New York NY church 
Trinity Episcopal Church 11/12/1972 PA church 
Zumbro Lutheran 
Church 11/19/1972 MN church 
MD Comm School for the 
Arts 11/24/1972 MD school 
Jr. League of Pasadena 12/3/1972 Pasadena CA association 
All Saints Church 12/8/1972 MA church 
Southwestern Baptist 2/2/1973 college 
1st Presbyterian 2/23/1973 MI church 
1st Methodist Church 2/23/1973 WI church 
Cathedral Church of St. 
Paul 2/28/1973 church 
First Baptist Church Mar-73 KY church 
1st Christian Church 3/17/1973 IN church 
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United Church on the 
Green 3/25/1973 CT church 
Grosse Ille Presbyterian 
Church 3/25/1973 Grosse ille MI church 
1st Congregational 
Church 3/30/1973 church 
St. Bede's Episcopal 4/1/1973 church 
Rockford Christian 
Elementary 4/6/1973 Rockford IL school 
Columbia Union College 4/8/1973 college 
Asylum Hill 
Congregational 4/13/1973 church 
St. Paul Lutheran 4/19/1973 lA church 
First Congregational 
Church 5/1/1973 church 
Aurora College 5/5/1973 college 
Dundee Presbyterian 
Church 5/6/1973 Omaha NE church 
St. Johns Parish 5/12/1973 church 
Worthington Church 5/13/1973 church 
Christ Presbyterian 
Church 5/13/1973 church 
Christ Church of 
Hamilton 5/17/1973 Hamilton ? church 
University Presbyterian 
Church 5/20/1973 church 
1st Presbyterian Church 5/20/1973 church 
College of Santa Fe 8/5/1973 Santa Fe NM college 
Congregational Summer 
Assembly 8/17/1973 MI festival 
Parks and Recreation 8/19/1973 Phoenix AZ association 
Central Presbyterian 
Church 10/28/1973 church 
West Side Presbyterian 11/9/1973 church 
Eastern Shore Chapel 11/15/1973 church 
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Savannah Georgia 11/22/1973 Savannah GA ??? 
Mt. Mary College 12/9/1973 WI college 
Seattle Opera 12/28/1973 Seattle WA opera co 
Judson College 2/13/1974 college 
St. James Episcopal 
Cathedral 2/21/1974 church 
Brigham Young 
University 3/6/1974 Provo UT college 
N orthminster 
Presbyterian 3/9/1974 church 
Tyler St. UMC 3/17/1974 church 
Opera Guild of Potsdam 3/24/1974 Potsdam NY opera co 
Eastern Shore Chapel 3/28/1974 church 
Westminster Church 3/31/1974 Dayton OH church 
1st Presbyterian Church 3/31/1974 church 
St. Phillips St. Michael 4/1/1974 ??? 
Samford Unviersity 5/1/1974 college 
??sttown School 5/1/1974 school 
Bemidji Public School 5/2/1974 Bemidji MN school 
Connecticut College 5/4/1974 CT college 
Westwood Lutheran 
Church 5/5/1974 church 
San Fran Talent Bank 5/13/1974 San Francisco CA ??? 
Church of the Good 
Shepherd 5/18/1974 FL church 
First Congregational 
Church 5/18/1974 church 
lstUMC 5/20/1974 church 
St. Paul's Episcopal 5/24/1974 church 
St. Paul's Church 5/25/1974 Akron OH church 
First Congregational 6/l/1974 LA church 
Indiana University 10/18/1974 Bloomington IN college 
Munn Ave Church 10/20/1974 NJ church 
All Saints Episcopal 11/3/1974 church 
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Church 
Westminster Presbyterian 11/10/1974 Albany NY church 
Sardis Church 11/17/1974 NC church 
Lancaster Opera 11/17/1974 Lancaster PA opera co 
St. John's Lutheran 
Church 11/24/1974 Salisbury NC church 
1st Presbyterian Church 2/15/1975 Nashville TN church 
First Presbyterian Church 2/23/1975 Ann Arbor MI church 
?? Mennonite Church 2/26/1975 IN church 
High Point Senior HS Mar-75 Betsville MD school 
Saint Michael and all 
Angels 3/1/1975 Dallas TX church 
Ascension Episcopal 
Church 3/2/1975 Pueblo co church 
Glendale Lutheran 
Church 3/15/1975 Seattle WA church 
First Congregational 
Church 3/16/1975 Ithaca NY church 
St. Hilda's High School Apr-75 New York NY school 
1st Congregational 
Church 4/6/1975 Portland OR church 
Lyndhurst Church 4/20/1975 church 
1st Congregational 
Church 4/25/1975 Park Ridge NJ church 
1st Presbyterian Church 4/26/1975 Binghamton NY church 
Grace Methodist Church 4/27/1975 Atlanta GA church 
St. James Episcopal 4/30/1975 VA church 
San Fran Talent Bank 5/4/1975 San Francisco CA ??? 
?ral?met Church 5/4/1975 Lansing MI church 
2nd Presbyterian Church 5/4/1975 Carlisle PA church 
1st Methodist Church 5/9/1975 Kissimmee FL church 
Presbyterian Church 5/10/1975 Kilgore TX church 
Christ Lutheran Church 5/16/1975 Bon Air VA church 
Valley Presbyterian 5/18/1975 Scottsdale AZ church 
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Westminster Church 5/18/1975 Detroit MI church 
? Presbyterian Church 5/18/1975 ?h Point NC church 
Central United Methodist 5/21/1975 church 
Calvary Episcopal 
Church 6/3/1975 Cincinnati OH church 
Appel Farm 7/26/1975 Elmer NJ ??? 
Duke University 9/27/1975 Durham NC college 
St. Paul's Choir of Men 
and Boys 9/27/1975 Akron OH ensemble 
Central Presbyterian 
Church 11/9/1975 Atlanta GA church 
St. Hilda's & St. Hugh's 
School 2/3/1976 New York NY school 
Plymouth Congregational 
Church 2/8/1976 MN church 
Madison A venue 
Presbyterian 3/3/1976 New York NY church 
Charles River School 3/7/1976 Dover MA school 
St. Paul's UCC 3/14/1976 MN church 
Grace Lutheran Church 3/14/1976 Casper WY church 
Church of the Heavenly 
Rest 3/15/1976 New York NY church 
Canterbury Choral 
Society 3/15/1976 New York NY ensemble 
?Minster United 
Presbyterian 3/21/1976 lA church 
St. James Church 3/28/1976 NY church 
???enario College 4/l/1976 ??mith WI college 
Stanford University 5/1/1976 Palo Alto CA college 
Christ Church 5/8/1976 OH church 
United Presbyterian 
Church 6/18/1976 Newton MA church 
First Baptist Church 10/25/1976 Lexington NC church 
Claremont UCC 11/7/1976 Claremont CA church 
Central Reformed Church 11/7/1976 Grand Rapids MI church 
266 
Rye Country Day School 11/14/1976 NY school 
1st Lutheran Church 11/14/1976 Springfield OH church 
Fludde Prod. 76 11/19/1976 Tupelo MS festival 
Univ. of SW LA-Lafayette 12/7/1976 Lafayette LA college 
Texas Lutheran College 2/6/1977 Sequin TX college 
St. Mark's Episcopal 
Church 2/12/1977 Shreveport LA church 
1st Presbyterian Church 2/25/1977 Ann Arbor MI church 
???in Opera Theater 3/12/1977 opera co 
Illinois Wesleyan 
University 4/17/1977 Bloomington IL college 
Bethany Church 4/23/1977 Montpelier VT church 
Do-Re-Mi Music School 4/24/1977 New York NY school 
Trinity Church 4/30/1977 Concord MA church 
Calvary Church 4/30/1977 Memphis TN church 
Church of the Cross 5/1/1977 Omaha NE church 
Christ Church 5/1/1977 Dayton OH church 
Trinity_ UMC 5/1/1977 MacLean VA church 
1st Presbyterian Church 5/2/1977 Bartlesville OK church 
Church of the Redeemer 5/7/1977 Sarasota FL church 
University of Connecticut 5/8/1977 Storrs CT college 
University of Tulsa 5/8/1977 Tulsa OK college 
San Fran Talent Bank 5/15/1977 San Francisco CA ??? 
ChristUMC 5/15/1977 NC church 
SUNY Potsdam 5/15/1977 Potsdam NY college 
1st Presbyterian Church 5/15/1977 Fort Worth TX church 
East Harlem Performing 
Arts Sch 5/21/1977 New York NY school 
Choral Society of the 
Hamptons 6/1/1977 Bridgehampton NY ensemble 
Presbyterian Church 6/4/1977 San??? CA church 
Bethlehem Presbyterian 
Church Aug-77 Newburgh NY church 
Trinity Episcopal Church 9/1/1977 Nevada City CA church 
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Palm Springs Opera 
Guild ... Oct-77 Palm Springs CA opera co 
??an Park UCC 10/16/1977 IL church 
lstUMC 10/16/1977 Lubbock TX church 
1st Methodist Church 10/16/1977 Lubbock TX church 
FirstUMC 10/30/1977 Portland OR church 
University of Connecticut 11/5/1977 Storrs CT college 
Sou thrninster 
Presbyterian 11/20/1977 Pittsburgh PA church 
Church of our Lady of 
Victory 11/20/1977 State College PA church 
Freehold Township HS 12/3/1977 Freehold NJ school 
Merced College 1/12/1978 CA college 
Diablo Symphony 
Association 1/21/1978 Walnut Creek CA ensemble 
First Presbyterian Church 1/22/1978 Fargo ND church 
All Souls Parish in 
Biltmore 3/3/1978 Asheville NC church 
Miss Porter's School 3/10/1978 Farmington CT school 
Charlotte Opera 
Association 3/17/1978 Charlotte NC opera co 
Charlotte Opera 
Association 3/17/1978 Charlotte NC opera co 
Manhattan School 4/1/1978 New York NY school 
St. Stephen's Parish 4/2/1978 Pittsfield MA church 
Decatur Presbyterian 
Church 4/9/1978 Decatur GA church 
Elon College 4/13/1978 NC college 
?? College 4/13/1978 NC college 
Township Comm 4/16/1978 Skokie IL ??? 
San Fran Talent Bank 4/24/1978 San Francisco CA ??? 
Unitarian Society of 
Germantown 4/28/1978 Philadelphia PA church 
The Presbyterian Church 5/1/1978 Madison NJ church 
St. Peter's Episcopal 5/6/1978 San Pedro CA church 
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Grace Episcopal Church 5/12/1978 Providence RI church 
Scarsdale Congregational 
Church 5/13/1978 NY church 
AGO Parkersburg/Belpre 5/13/1978 Parkersburg_ wv association 
1st United Methodist 
Church 5/14/1978 Whittier CA church 
Calvary Presbyterian 
Church 5/19/1978 Riverside CA church 
ChristUMC 5/19/1978 Greensboro NC church 
1st United Church of 
Christ 6/2/1978 Milford CT church 
St. James Lutheran 
Church 6/2/1978 NY church 
Zion Lutheran Church 6/3/1978 Stamford CT church 
Central P A Festival of the 
Arts 7/15/1978 PA festival 
National City Christian 
Church 10/8/1978 Washington DC church 
Grace Episcopal Church 
School 10/25/1978 school 
Theatre for Young People Nov-78 Herkimer NY theater co 
1st Presbyterian Church 11/5/1978 Oceanside CA church 
St. Catherine's School 1/28/1979 VA school 
St. Paul Lutheran Church 2/23/1979 IL church 
1st Presbyterian Church 2/23/1979 Nashville TN church 
Gov. Livingston HS 3/2/1979 NJ school 
lstUMC 3/4/1979 FL church 
? Park Church 3/15/1979 Elmira NY church 
1st Congregational Western 
Church 3/23/1979 Springs IL church 
St. Paul Lutheran 3/25/1979 lA church 
Mendelssohn Club 4/1/1979 IL association 
Louisiana Choral 
Foundation 4/6/1979 L. Robertson? LA ensemble 
McCarthy-Towne School 4/15/1979 Acton MA school 
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??? College 4/24/1979 Irving TX college 
Bryn Mawr Presbyterian 4/27/1979 Bryn Mawr PA church 
Keystone UMC 4/28/1979 Odessa FL church 
Southern Baptist Theo. 
Seminary 5/1/1979 KY college 
Monroe Street UMC 5/6/1979 Toledo OH church 
St. Francis Episcopal 
Church 5/10/1979 Houston TX church 
St. Luke's Parish 5/11/1979 Darien CT church 
1st Presbyterian Church 5/11/1979 De Land FL church 
Trinity Episcopal Church 5/18/1979 Hartford CT church 
1st Presbyterian 5/20/1979 Springfield IL church 
All Saints Church 5/31/1979 Beverly Hills CA church 
St. John's Cathedral 9/14/1979 Denver co church 
Methodist Theological 
School 11/17/1979 OH college 
Texas Women's 
University 11/30/1979 Denton TX college 
Benedictine College Feb-80 Atchison KS college 
Episcopal Church of the 
Advent 2/9/1980 MI church 
St. Thomas of Canterbury 
Chapel 2/16/1980 NM church 
Western Washington 
University 2/16/1980 Bellingham WA college 
Goodland Federated 
Music Club 2/26/1980 Goodland KS association 
Houghton College 3/7/1980 Houghton NY college 
University of Idaho 3/9/1980 Moscow ID college 
1st Presbyterian Church 3/14/1980 Moorestown NJ church 
Children's Theater 
Festival 3/15/1980 Tryon NC festival 
South Congregational 
Church 3/22/1980 New Britain CT church 
Christ Church 3/22/1980 Cincinnati OH church 
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Saint Michael and all 
Angels 3/28/1980 Dallas TX church 
First Presbyterian Church 4/17/1980 Pine Bluff AR church 
TrinityUMC 4/18/1980 McLean VA church 
Church of the Heavenly 
Rest 4/19/1980 New York NY church 
Eastern Mennonite 
College 4/25/1980 Harrisonburg VA college 
Westmoreland 
Congregational 5/1/1980 Washington DC church 
Trinity Lutheran 
Seminary May-80 Columbus OH college 
Philadelphia College of 
Perf. Arts 5/1/1980 Philadelphia PA college 
Downtown United 
Presbyterian 5/3/1980 Rochester NY church 
1st Presbyterian Church 5/4/1980 Bartlesville OK church 
Christopher Newport 
College 5/9/1980 Newport News VA college 
Springside School 5/13/1980 Chestnut Hill PA school 
Trinity Episcopal Church 5/16/1980 Hartford CT church 
Christ United Methodist 5/22/1980 Greensboro NC church 
Northfield Arts Guild 6/20/1980 Northfield MN theater co 
WV Wesleyan College 10/4/1980 wv college 
First United Presbyterian 10/18/1980 Lewisville TX church 
First Parish Church Nov-80 Lincoln MA church 
Woodlawn UMC Nov-80 church 
Marquette Public Schools Feb-81 Marguette MI school 
Bethesda UMC 3/1/1981 Bethesda MD church 
South Congregational 
Church 3/8/1981 New Britain CT church 
Central Presbyterian 
Church 3/8/1981 Eugene OR church 
First Presbyterian Church 3/20/1981 Ann Arbor MI church 
Queen Anne School 3/21/1981 Upper MD school 
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Marlboro 
Ecumenical Youth 
Chorale 3/28/1981 Amherst MA ensemble 
Francis W. Parker School 4/9/1981 Chicago IL school 
United Methodist Church 4/12/1981 Red Bank NJ church 
St. Stephen's Parish 5/3/1981 Pittsfield MA church 
First Presbyterian Church 5/3/1981 Poughkeepsie NY church 
Colorado Children's 
Chorale 5/9/1981 Denver co ensemble 
First Congregational 5/16/1981 Appleton WI church 
?U ai Festivals 5/31/1981 CA festival 
First Congregational 
Church 5/31/1981 Old Greenwich CT church 
Reading Symphony 6/7/1981 Reading PA ensemble 
St. Stephen's Episcopal 8/14/1981 New Harmony IN church 
First Baptist Church 11/1/1981 El Cajon CA church 
East Hill Church 11/1/1981 Gresham OR church 
North Chevy Chase 
Christian Ch 12/13/1981 Hyattsville MD church 
Pittsburgh Symphony 1/15/1982 Pittsburgh PA ensemble 
Greater Lehigh Valley 
YouthSym 2/13/1982 Bethlehem PA ensemble 
Florida State University 2/21/1982 Tallahassee FL college 
Christ the King Parish 3/21/1982 East Cleveland OH church 
Ensemble Players Guild 3/28/1982 Honolulu HI theater co 
Glen Ellyn Children's 
Chorus 3/28/1982 Glen Ellyn IL ensemble 
Muskingham College 4/18/1982 Concord OH college 
St. Barnabus Episcopal 
Church 4/25/1982 Glen Ellyn IL church 
Board of Ed, Prince 
George's Cnty 4/25/1982 Chevy Chase MD school 
All Saints Episcopal 4/30/1982 Palo Alto CA church 
Trinity Cathedral 4/30/1982 Cleveland OH church 
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St. John's Lutheran 
Church 5/1/1982 Eau Claire WI church 
Zion Lutheran Church 5/15/1982 Greenwich CT church 
First Presbyterian Church 5/15/1982 Matawan NJ church 
University of Chicago 5/22/1982 Chicago IL college 
Orlando Opera Company 5/27/1982 Orlando FL opera co 
All Souls Episcopal 6/10/1982 Oklahoma City OK church 
Christ Church 6/13/1982 Westerly RI church 
SUNY Purchase 7/10/1982 Purchase NY college 
Alton Bay Camp Meeting 
As soc 8/14/1982 Alton Bay NH association 
FirstUMC 11/6/1982 Boone lA church 
Trinity Cathedral 11/12/1982 Cleveland OH church 
Girls Chorus of San 
Francisco 11/19/1982 San Francisco CA ensemble 
Nassau Presbyterian 11/19/1982 Princeton NJ church 
Wheeler School 12/15/1982 Providence RI school 
Marin Country Day 12/17/1982 Corte Madera CA school 
Montgomery Catholic HS 12/18/1982 Montgomery AL school 
Coral Ridge Presbyterian 1/14/1983 Ft. Lauderdale FL church 
St. Peters by the Sea Rancho Palos 
Presbyterian 1/22/1983 Verdes CA church 
George School 2/19/1983 Newtown PA school 
Louisiana Choral 
Foundation 2/21/1983 Lake Charles LA ensemble 
St. Hilda's & St. Hugh's 
School 3/4/1983 New York NY school 
Second Church West 
Newton 3/11/1983 Newton MA church 
St. James Church 3/11/1983 Wilmington NC church 
Mendocino Presbyterian 
Church 3/18/1983 Mendocino CA church 
St. Paul's Episcopal 
Church 3/19/1983 Yuma AZ church 
Waldorf School of ???den 3/27/1983 ???den City NY school 
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City 
Harwood Union HS 4/9/1983 Moretown VT school 
SW Baptist Theo. 
Seminary 4/19/1983 Fort Worth TX college 
Golden Gate Baptist 
Theo. Sem. 4/20/1983 Mill Valley CA college 
National Presbyterian 
Church 4/24/1983 Washington DC church 
Trinity Church on the 
Green 4/29/1983 New Haven CT church 
Boradmeadow School 4/29/1983 Middletown DE school 
Brattleboro Music Center 4/29/1983 Brattleboro VT school 
Episcopal Ch. of the 
Epiphany 5/5/1983 Houston TX church 
Druid Hills Presbyterian 
Church 5/7/1983 Atlanta GA church 
St. John's Cathedral 5/13/1983 Denver co church 
FirstUMC 5/15/1983 Grand Rapids MI church 
FirstUMC 5/15/1983 Grand Rapids MI church 
SUNY Purchase 7/9/1983 Purchase NY college 
Tabor College 9/30/1983 Hillsboro KS college 
Blessed Sacrament 
Church 10/8/1983 Seattle WA church 
Butler University 10/21/1983 Indianapolis IN college 
Cathedral Church of St. 
Paul 11/11/1983 Burlington VT church 
Trinity Cathedral 11/19/1983 Cleveland OH church 
First United Presbyterian 
Church 11/20/1983 Las Cruces NM church 
Calvary Episcopal 
Church 12/3/1983 Pittsburgh PA church 
Grace Episcopal Church 2/1/1984 Nyack NY church 
St. Georges Episcopal 2/17/1984 Arlington VA church 
1stUMC 2/26/1984 Lubbock TX church 
West Side Presbyterian 3/3/1984 Ridgewood NJ church 
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Detroit Waldorf School 3/10/1984 Detroit MI school 
Saint Michael and all 
Angels 4/5/1984 Dallas TX church 
Celia Rosenwald 4/7/1984 Amarillo TX ??? 
St. Andrew's Church 4/7/1984 Amarillo TX church 
William Carey College 4/26/1984 Hattiesburg MS college 
Christ Church 4/29/1984 Dayton OH church 
Big Ridge Elementary 
School May-84 Chattanooga TN school 
Boston Philharmonic 5/4/1984 Boston MA ensemble 
Unitarian Universalist 
Church 5/4/1984 Concord NH church 
Trinity Cathedral 5/5/1984 Cleveland OH church 
First Presbyterian Church 5/11/1984 Danville VA church 
First Church of Christ 5/18/1984 Longmeadow MA church 
St. James Episcopal 
Church 5/18/1984 Richmond VA church 
Augsburg Lutheran 
Church 5/20/1984 Toledo OH church 
Emerson School 6/3/1984 IN school 
All Souls Episcopal 6/14/1984 Oklahoma City OK church 
Round Lake Auditorium 8/3/1984 NY theater co 
SUNY Purchase 8/14/1984 Purchase NY college 
Manhattan Plaza 8/18/1984 New York NY I ??? ~ 
Dunwooky UMC 10/7/1984 Atlanta GA church 
Southminster 
Presbyterian 11/9/1984 Pittsburgh PA church 
University of Southern 
California 11/16/1984 Los Angeles CA college 
Huntington Concerts 11/17/1984 San Francisco CA association 
Meredith College 11/30/1984 Raleigh NC college 
Washington International 
School 12/8/1984 DC? school 
All Saints Church 2/8/1985 CA church 
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Oak Ridge Civic Music 
Association 2/8/1985 Knoxville TN association 
Thalia Lynn Baptist 
Church 2/10/1985 VA church 
First Presbyterian Church 2/23/1985 church 
Grosse Pt 
Christ Church 3/1/1985 Farms MI church 
St. James Church 3/2/1985 Wilmington NC church 
First Congregational 
Church 3/23/1985 Old Greenwich CT church 
Dover Church 3/24/1985 Dover MA church 
First Presbyterian Church 4/26/1985 Red Bank NJ church 
AsburyUMC 4/26/1985 Tulsa OK church 
First Congregational 
Church 4/27/1985 Portland OR church 
Grace Episcopal Church 4/28/1985 co church 
Hennepin Ave UMC 4/28/1985 Minneapolis MN church 
Shenandoah Arts Council 5/11/1985 Winchester VA association 
California Heights 
Methodist 5/19/1985 church 
First Presbyterian 6/9/1985 Poughkeepsie NY church 
San Antonio Festival 6/23/1985 San Antonio TX festival 
First Presbyterian Church 7/6/1985 Fort Worth TX church 
St. Francis in the Fields 10/6/1985 Harrods Creek KY church 
Tahoe Choir 12/7/1985 CA ensemble 
lstUMC 12/20/1985 TX church 
Theatre for Young People 1/17/1986 NY theater co 
United Methodist Church 1/26/1986 Tucson AZ church 
St. Francis in the Fields 2/22/1986 KY church 
First Congregational 3/13/1986 Ithaca NY church 
Center for Contemporary 
Opera 3/20/1986 NY opera co 
1st Presbyterian Church 4/10/1986 Ann Arbor MI church 
Alabama Sym. Youth 4/11/1986 AL ensemble 
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Orchestra 
1st Presbyterian Church 5/2/1986 Stamford CT church 
Newton County Day 5/2/1986 Newton MA school 
Trinity Episcopal Church 5/4/1986 Rochester NY church 
First Congregational 5/10/1986 church 
Christ the King Church 5/15/1986 church 
ChristUMC 5/30/1986 church 
Madison Civic Music 
Association 9/20/1986 WI? association 
St. Paul Cathedral 10/17/1986 church 
??ble Hill Presbyterian 
Church 11/1/1986 church 
American Orff Schulwerk 
Assoc. 11/7/1986 Boston MA association 
Christ Church, 
Cambridge 11/14/1986 Cambridge church 
Arts Magnet High School 12/17/1986 school 
Saint Thomas Church 2/26/1987 church 
1st United Methodist 2/27/1987 Lakeland FL church 
Knox Presbyterian 
Church 2/27/1987 Seattle WA church 
Asbury College 2/27/1987 college 
Presbyterian Church 3/7/1987 Dallas TX church 
Dunwoody United -
Methodist 3/8/1987 church 
Church of the Apostles 3/15/1987 church 
United Methodist Church 3/29/1987 Santa Monica CA church 
Congregational Church 3/29/1987 New Canaan CT church 
Midwestern State 
University 4/4/1987 Wichita Falls TX college 
University of Arkansas 4/23/1987 AR college 
Parker Ecumenical 
Council 10/16/1987 church 
St. James Cathedral 11/6/1987 Orlando FL church 
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1st Presbyterian Church 11/8/1987 Washington PA church 
FirstUMC 11/20/1987 Redlands CA church 
Wayne Symphony Orch 11/22/1987 ensemble 
LA Philharmonic 2/18/1988 Los Angeles CA ensemble 
Denver Symphony Orch 2/21/1988 ensemble 
1st Presbyterian Church 3/25/1988 TX church 
?? De Lafayette 4/2/1988 ??? 
Highland Park 
Presbyterian Church 5/1/1988 Dallas TX church 
Berkshire Lyric Theatre 5/14/1988 Pittsfield MA opera co 
Montview Blvd 
Presbyterian 5/15/1988 church 
Cathedral of St. John the 
Divine 5/20/1988 New York NY church 
N oe Valley Ministry 
Presbyterian 6/5/1988 CA church 
Orquestra Sinfonica 
Puerto Rico 6/5/1988 PR ensemble 
St. Paul Methodist 
Church 6/5/1988 church 
Tabor College 10/7/1988 Hillsboro KS college 
Battlecreek Boychoir 10/15/1988 MI ensemble 
First Christian Church 11/6/1988 church 
Red River Opera 2/9/1989 opera co 
?iversity School 2/9/1989 school 
The Thacher School 2/10/1989 Ojai CA school 
Trinity Episcopal 2/24/1989 church 
Phillips University 2/24/1989 college 
All Souls Parish in 
Biltmore 3/2/1989 Asheville NC church 
Pasadena Presbyterian 3/4/1989 Pasadena CA church 
Tampa Bay Ch. Orch. 4/7/1989 Tampa Bay FL ensemble 
Festival Cento Historico 4/8/1989 festival 
1st Jefferson Uni. 4/22/1989 ??? 
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First Episcopal Church 4/30/1989 church 
1st Presbyterian 5/14/1989 church 
Fourth Presbyterian 6/9/1989 church 
Minnesota Music Fest 6/16/1989 MN festival 
Kent Lutheran 10/1/1989 church 
St. Paul's Episcopal 
Church 11/3/1989 Brookline MA church 
1st (Park) Congregational 11/19/1989 church 
Cathedral of the 
Incarnation 12/3/1989 church 
Grand Center Inc. 12/7/1989 St. Louis? MO? ? 
Wesleyan Chapel 2/10/1990 church? 
1st Unitarian Church 3/2/1990 Seattle WA church 
1st Presbyterian 3/2/1990 church 
Woods Memorial 
Presbyterian 3/11/1990 Severna Park MD church 
Edinboro University 3/24/1990 Edinboro PA college 
St. James UMC 5/6/1990 church 
Modesto Adventist 
School 5/6/1990 school 
??? Hill Congregational 
Church 5/11/1990 church 
Trinity Episcopal 5/19/1990 church 
First Presbyterian Church 6/3/1990 church 
Aspen Music Festival 8/4/1990 Aspen co festival 
Cumberland Playhouse 9/30/1990 Crossville TN theater co 
HemetUMC 11/2/1990 Hemet CA church 
Union Congregational 
Church 11/4/1990 church 
Grand Center Inc. 11/9/1990 ??? 
Christ United Church 11/17/1990 Kettering OH church 
Central United Methodist 11/18/1990 church 
Glenview United 
Methodist 1/10/1991 church 
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W estrninster Presbyterian 2/8/1991 church 
Young Peoples Phil. 2/8/1991 ensemble 
All Saints Episcopal 
Church 2/28/1991 church 
First United Methodist 
Church 3/3/1991 church 
Sounds of Joy Chorus 3/9/1991 ensemble 
First United Methodist 
Church 4/19/1991 church 
Delbarton School 4/26/1991 school 
Montview Blvd. 
Presbyterian 4/28/1991 church 
Christ Episcopal Church 5/3/1991 church 
St. Paul Lutheran Church 5/4/1991 church 
Epworth UMC 5/10/1991 church 
St. John's Lutheran 
Church 5/17/1991 church 
FirstUMC 5/19/1991 church 
Clayton State College 5/31/1991 college 
W arronton Chorale 5/31/1991 ensemble 
Willowwind School 6/9/1991 school 
Fletcher Hills 
Presbyterian Church 6/23/1991 church 
Grace Episcopal Church 9/21/1991 church 
?? Carter Museum 10/20/1991 ??? 
Rippowam Cisqua School 12/19/1991 Bedford NY school 
Northwest College 3/6/1992 college 
First Congregational 
Church 3/7/1992 church 
Glen Ellyn Children's 
Chorus 3/24/1992 Glen Ellyn IL ensemble 
Oratorio Chorale 4/1/1992 ensemble 
Nassau Presbyterian 4/4/1992 church 
Bryn Mawr Presbyterian 4/22/1992 Bryn Mawr PA church 
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Lindbald Choristers 4/25/1992 ensemble 
Catawba College 5/1/1992 NC college 
Canterbury UMC 5/4/1992 church 
San Francisco Bay Revels 5/9/1992 San Francisco CA ensemble 
??? For music 5/9/1992 ??? 
Solana Beach 
Presbyterian 5/15/1992 church 
Wilton Presbyterian 
Church 5/30/1992 church 
Chippewa Valley Theater 6/5/1992 Eau Claire WI theater co 
University of St. Thomas 10/5/1992 St.Paul MN college 
Guam Dept of Education 11/6/1992 school 
Millikin University 1/31/1993 college 
ChristUMC 2/18/1993 church 
First Congregational 
Church 2/28/1993 church 
Tulane University 3/14/1993 college 
First Presbyterian Church 3/22/1993 church 
Holy Trinity Lutheran 
Church 3/28/1993 church 
Denton Bach Society 4/1/1993 Denton TX ensemble 
Northwestern University 
Bands 4/10/1993 Evanston IL ensemble 
1st Congregational 
Church 4/17/1993 church 
Battle Creek Boy_choir 5/1/1993 Battle Creek MI ensemble 
St. Luke's Episcopal 
Church 5/1/1993 church 
First Presbyterian Church 5/2/1993 Morristown TN church 
1st United Methodist 
Church 5/3/1993 church 
Willowwind School 6/13/1993 Iowa City lA school 
Preakness Reformed 
Church 11/14/1993 church 
Christ Episcopal Church 1/27/1994 church 
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Faith Lutheran Church 2/5/1994 church 
Andrews University 3/1/1994 college 
Christ Church Episcopal 
Church 3/11/1994 church 
Vienna Presbyterian 4/20/1994 Vienna VA church 
Westminster Presbyterian 4/24/1994 lA church 
First Presbyterian Church 5/1/1994 TN church 
Asylum Hill 
Congregational 5/6/1994 Hartford CT church 
Central Reformed Church 5/6/1994 church 
Portland State University 5/21/1994 OR college 
Amelia Arts Academy 6/24/1994 school 
Louisiana Choral 
Foundation 10/4/1994 Lake Charles LA ensemble 
Asbury College 2/18/1995 Wilmore KY college 
Grace Episcopal Church 2/25/1995 church 
Bethesda UMC 2/26/1995 Bethesda MD church 
1st Presbyterian Church 4/29/1995 Salem OR church 
St. Stephen's Parish 5/6/1995 church 
Western Piedmont 
Symphony 5/7/1995 NC ensemble 
Grace Episcopal Church 5/7/1995 church 
Princeton UMC 5/14/1995 Princeton NJ church 
The New Texas Festival 5/21/1995 TX festival 
First Baptist Church 5/28/1995 NS church 
St. Andrew's Episcopal 
Church 11/19/1995 church 
First Baptist Church 11/26/1995 church 
Messiah College 2/4/1996 PA college 
St. Francis in the Fields 2/16/1996 Harrods Creek KY church 
LaMesa 3/10/1996 ??? 
Tan River Orchestra 3/19/1996 ensemble 
Church ot the Ascen. 5/17/1996 church 
Cantata Chorus of 5/18/1996 Norfolk VA ensemble 
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Norfolk 
Santa Fe Opera Company 11/10/1996 Santa Fe NM opera co 
Asbury 1st UMC 11/10/1996 church 
K.C. Camerata 12/15/1996 Kansas City KS ensemble 
1st United Methodist 
Church 4/13/1997 CA church 
Lip, Finger, and 
Toe sucker 4/21/1997 ??? 
Central Presbyterian 
Church 4/27/1997 church 
Beavertail Productions 5/2/1997 Providence RI opera co 
Oral Roberts University 10/14/1997 OK college 
First Baptist Church 11/23/1997 church 
Merrimack College 12/29/1997 North Andover MA college 
ChristUMC 2/22/1998 church 
First Baptist Church 3/22/1998 church 
#7369 4/26/1998 ??? 
??? 5/3/1998 ??? 
Church of the Redeemer 5/3/1998 church 
Garden Grove United 
Methodist 5/17/1998 Garden Grove CA church 
Lutheran Theological 
Seminary 5/31/1998 Philadelphia PA college 
Messiah Lutheran 6/1/1998 church 
St. Paul's Episcopal 
Church 6/7/1998 church 
?Purchasing Dep 9/3/1998 ??? 
St. Stephen's Parish 2/7/1999 church 
Lyall Church 6/8/2003 Millbrook NY church 
Central Pennsylvania 
Youth Opera 4/2/2005 Harrisburg PA opera co 
First Presbyterian Church 4/1/2006 Dallas TX church 
Cathedral of the 
Madeleine 5/19/2006 Salt Lake City UT church 
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Hochstein School of 
Music 10/19/2008 Rochester NY school 
Ash Lawn Opera 10/24/2008 Charlottesville VA opera co 
Los Angeles Opera 3/7/2009 Los Angeles CA opera co 
Los Angeles Opera 3/19/2011 Los Angeles CA opera co 
Palmer Memorial 
Episcopal Church 6/18/2011 Houston TX church 
Falmouth Chorale 10/22/2011 Falmouth MA ensemble 
ChristUMC 3/1/2012 Greensboro NC church 
Chotard Institute of 
Music 4/29/2012 Little Rock AR school 
San Diego Children's 
Choir 6/3/2012 San Diego CA ensemble 
Blessed Sacrament 
Church 6/29/2012 Alexandria VA church 
Hugh Keelan Ensemble 9/5/2012 Brattleboro VT ensemble 
Opera Theater of Weston 1/6/2013 Weston VT opera co 
Western Oregon 
University 1/11/2013 Salem OR college 
Brewster Academy 1/20/2013 Wolfeboro NH school 
Union University 2/8/2013 Jackson TN college 
St. Lorenz Lutheran 
Church 2/17/2013 Frankenmuth MI church 
Minnesota Opera 2/22/2013 Minneapolis MN opera co 
University of Georgia 4/5/2013 Athens GA college 
Las Vegas Singers 4/13/2013 Las Vegas NV ensemble 
FirstUMC 4/19/2013 Jonesboro AR church 
Los Angeles Opera 4/19/2013 Los Angeles CA opera co 
First Parish Church 5/5/2013 Westwood MA church 
Greenwood Music 
Festival 5/17/2013 Greenwood sc festival 
Cantabella Children's 
Chorus 7/13/2013 Livermore CA ensemble 
Santa Fe Opera Company 8/14/2013 Santa Fe NM opera co 
First UMC of Fredonia 10/20/2013 Fredonia NY church 
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Filomen Greenberg 
Music School 11/15/2013 New York NY school 
John Eiseman ?5/1/1960 PA ??? 
Plymouth Congregational ?5/1/1961 IN church 
Utah State University fall1971 UT college 
Christ Episcopal Church refused New York NY church 
1st Parish Church spring 68 Lincoln MA church 
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APPENDIX B: CHILDREN'S SCORE 
The following packet was created by the music staff of First Parish 
Westwood for their May 2013 production of Noye's Fludde. It was designed to 
encourage young members of the church school and their parents to listen and 
practice the selections together throughout the spring. The proper number of 
Boosey & Hawkes choral scores were purchased; those singers who were not 
very musically literate traded their score in for this simplified packet. Such a 
condensed score is easily created and will vary according to local decisions (for 
example, this production did not require the young animals to sing "Lord Jesus, 
Think on Me"). Those who wish to use this packet in their own production may 
contact the author. 
Come join the fun! 
Noye's Fludde [Noah' s Flood] is the familiar story of Noah, the ark, the 
flood, and the rainbow. Composer Benjamin Britten created a community 
experience designed for children and amateurs to perform alongside a few 
professionals. His original production in England had hundreds of children 
singing and playing with about 15 adult professionals. 
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First Parish, along with churches from Medfield and Canton, will 
undertake this project with about 60 adults and children. The simplest role, the 
animal chorus, will be intergenerational and suitable for anyone between the 
ages of 5 and 100. The composer carefully crafted the part: there are two very 
brief choruses for the entrance and exit from the ark and two hymns that are 
sung with everyone. The animals, wearing simple costumes and animal 
headpieces, will do simple acting on stage: rocking back and forth on the boat, 
acting scared, and then falling asleep when the storm subsides. 
The tunes are catchy and easily learned. The words to the hymns are more 
of a challenge, but remember they will be sung by everyone in the cast and 
audience, so the children will have lots of help. Listening to the CD and 
rehearsing once with Josh and Joanna will prepare even the youngest animals for 
their performance. 
Dress rehearsal: Sunday April21, 4 PM. 
Cast walkthrough: Saturday, May 4th, 10 AM. 
Performance: Sunday, May 5th, 4 PM. 
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Track 1: "Sir, sir, here are lions, leopards ... [all the animals] 
Entering the ark 
' &b ! J. j l Jl "I J. j J) 
"' 
I J J J. j J 
* 
:J 
Ky - 11 - e! Ky - ri - e! Ky - ri'e le - i- sou! 
Track 2: The storm! 
Hymn during the storm 
Please memorize at least the refrain ( 0 hear us when we cry to thee For those in 
peril on the sea) and the 3 verses if you can. The verses represent God the Father (1 ), 
God the Son (Jesus walking on water and sleeping through a storm)(2) and God the 
Spirit (at Creation) (3). 
E - ter - nal Fa - tlter, strong to save, Wnose arm doth bind the 
' 
J #j J j I J J J J IJ. J #j r ,, 
rest - leEs wave, '<\lho bidd'st the migb - ty 0 - ce<mdeep Its 
' 
J #j J j I J ij 
•• 
own ap point ed li - mits 
' 
:J J J J I J j 
" 
ClY to thee for those in 
2. 0 Savior, whose almighty Word 
The wind and waves submissive heard 
Who walkedst on the foaming deep 
And calm amidst its rage didst sleep 
0 hear us when we cry to thee 
For those in peril on the sea 
J J I J. J j j 
keep: 0 hear ru; when we 
J 
pe 
J l J j J -
IiJ on the sea. 
3. 0 Sacred Spirit who didst brood 
Upon the chaos, dark and rude 
II 
Who bad'st its angry tumult cease 
And gave us light and life and peace 
0 hear us when we cry to thee 
For those in 2_eril on the sea. 
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Track 3: "Noah, Noah, take thy wife, .. . thy children, out of the ship ... " 
Exiting the ark 
J ~ 'I' ~&k I p ~UJ p J J j) F :P 'r· * - II 
Al le - lu ia Al - le - lu - ia! 
Track 4: "The spacious firmament on high ... " children begin at verse 3 
Closing hymn 
You will have the words in front of you for verses 3,4,5, but please be familiar with them. 
Verse 6 ought to be memorized because you will be walking while you sing it. 
T .. 
'& ~- - j IJ j ~ j I j j J j b 
Soon as the eve - ning shades pre - vail Tite 
f& r r j j IJ J j F I r J j j 
moon takes up the won - drou tale, And night - ly to the 
-~ J j j J I j J j j IJ J II II 
listen - ing earth Re - peats the sto . ry of her birth. 
4. Whilst all the stars 5. What though in solemn 6. In reasons ear they all 
that round her burn silence all rejoice 
And all the planets in Move round the dark And utter forth a glorious 
their turn terrestrial ball voice 
Confirm the tidings as What though nor real voice Forever singing as they 
they roll nor sound shine, 
And spread the truth Amid their radiant orbs be "The hand that made us 
from pole to pole. found is divine." Amen. 
My b/essmgs, Noah, I gtve thee here. And now, farewell, my darlmg dear. THE END 
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APPENDIXC: 
DISCOGRAPHY AND OTHER PERFORMANCE RESOURCES 
Discography258 
1961 Norman del Mar, conductor, and Owen Brannigan, baritone. Decca 436-
397-2. 
1985 Irmingard Goubeau, conductor, and Wolfgang Pailer, baritone. Chorus 
and Orchestra of the Albert-Einstein-Gymnasium. CD in German. FSM 97 
734 
1989 Richard Hickox, conductor, and Richard Maxwell. Virgin Classics 91129. 
1998 Nicholas Wilks, conductor, David Wilson-Johnson, baritone, and the 
Finchley Children's Music Group. Somm Recordings 675754252823. 
(Date unknown) P. Manfred Ridil, conductor, and Christoph Dincher, baritone. 
Leico 8125. LP in German. 
258 
"Noye's Fludde by Benjamin Britten," last accessed Aprilll, 2014, http://www.operadis-
opera-discography.org.uk/CLBRNOYE.HTM#5 
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Videography 
1958 Rehearsal excerpts from Orford premiere. · 
John Schlesinger made a short film for the BBC program Monitor about 
Britten. He included several excerpts of the 1958 rehearsals, with a focus on 
Britten and the children in piano rehearsal. A recording is held in the Britten-
Pears Library. 
1962 St. George's Church, New York City. Charles Henderson, conductor. 
WorldCat OCLC: 703284493. 
A recorded DVD of a production from a church in Stuyvesant Square; 
after the opera, a brief interview with the rector is included. Recorded and 
broadcast by CBS News. Sources are in conflict on the dates. It seems likely that 
the performance was on June 14, 1962, but CBS News archives cites the broadcast 
date as December 27, 1964. This disc is held only by the University of Tennessee 
in Knoxville. 
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2006 Todd G. Patkin OperaTunity Performing Arts Center, Stoughton, MA. 
WorldCat OCLC: 835979341. 
This home-made DVD of an amateur performance is available from the 
University of Massachusetts library. It is a small production that has taken many 
liberties with the instrumentation (only about eight total players) and altered the 
text. It serves as an example of local accommodation, but the quality of 
performance and recording is not ideal. 
2008 Steuart Bedford, conductor, Jubilee Opera (Aldeburgh: Britten-Pears 
Foundation). World Cat OCLC: 634590483. 
A recording of the fiftieth anniversary production mounted at the original 
site, St. Bartholomew's Church in Orford and conducted by a Britten protege. 
Available only for educational purposes, this DVD is a fine example of the entire 
work in its original form, with the one exception of the costumes. The concept of 
this production did not call for animal headdresses, choosing instead vaguely 
referential dress. 
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2013 Unogumbe (adaptation/re-imagining of Noye's Fludde sung entirely in 
Xhosa). Mark Dornford-May, director, and Isango Theater Ensemble of 
Cape Town, South Africa. 
The film, originally titled Unogumbe but often referred to as Noye's Fludde, 
was screened at the 2013 Toronto Film Festival. Details about distribution and 
availability in the Unites States are not yet settled. The same creative team made 
2005's uCarmen-eKhayelitsha, a retelling of Carmen in Xhosa, which combined 
Georges Bizet's music with traditional South African music. Noye's Fludde would 
seem to be the second entry in this anthology, with plans for an adaption of La 
Boheme adaptation in the future. 
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Online performances 
Although content on YouTube.com and other web-based video clips may 
seem transitory and perhaps legally suspect, the young musicians of any new 
production are far more likely to seek out a YouTube performance than they are 
to track down any commercially available recordings. All links were last 
accessed on November 29, 2013. 
1995 Nicholas Goldschmidt, conductor. A production organized to celebrate 
the fiftieth anniversary of United Nations. Rebroadcast in 2004 on CBC 
Television. Complete performance in nine segments. 
http://www.youtube.com/watch?v=kan4oDbuUJM. 
2008 Alexander Timofeev, conductor. Northern Lights Music Festival, Aurora, 
Minnesota. Complete performance in eight segments. 
http://www.youtube.com/watch?v=XvqzM6SL_28&list=PL3FD73F77C649D1EF. 
2012 Cathy West, conductor. Christ United Methodist Church, Greensboro, 
North Carolina. This is the tenth production by this congregation since the 
1970s. 
http://www. youtube.com/watch ?v=kTO 1 wqcfnps 
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Selected and Notable Performances 
June 18-22, 1958 St. Bartholomew's Church, Orford 
The premiere at the Aldeburgh Festival. 
November 1958 Southwark Cathedral, London 
The second performance with many of the same participants. This may 
have been the only performances in which Benjamin Britten was the conductor. 
He is credited as one of the two conductors in one of the two performances. 
March 17, 1959 Union Seminary, New York City 
American premiere. 
April24, 1959 All Saints' Church, East Finchley, London 
The Finchley Children's Music Group was organized to give this 
performance of Noye's Fludde, and the group went on to perform with Britten, 
record Noye's Fludde, and expand into a large, multi-ensemble organization and 
one of England's leading youth choirs. 
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June 9, 1959 St. John's Episcopal Church, New Jersey 
First known American church production, city or town unknown. 
March 15, 1960 Potomac School, McLean, Virginia 
First known production by an American school. Directed by Jack 
Langstaff. 
July 5-8, 1961 St. Bartholomew's Church, Orford 
The second Aldeburgh Festival performance involved many of the same 
performers and institutions, although conductor Charles Mackerras was replaced 
by Norman Del Mar. This production was the source of the original album 
released by Decca. 
June 14, 1962 (or 1964?) St. George's Church, New York City 
Broadcast on CBS TV, the exact date is uncertain. 
Nov. 7,1986 AOSA Convention, Boston, Massachusetts 
Performance at the national conference of the American Or££ Schulwerk 
Association must have raised the American profile of Noye's Fludde. 
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1988 Royal Albert Hall, London 
The thirtieth-anniversary performance by the Finchley Children's Music 
Group was the first fully staged Promenade Concert at the Royal Albert Hall. 
1968-present First Congregational Church, Greenwich, Connecticut 
This congregation has produced Noye's Fludde every four years since 1968. 
1977 -present Christ United Methodist Church, Greensboro, North Carolina 
First produced to raise funds for their pipe organ, Noye's Fludde has been 
staged in this church ten times. 
2007, 2009, 2011, 2013 Los Angeles Opera 
Huge, free productions involving the company, church choirs, and 
community music schools, conducted by James Conlon in the Cathedral of Our 
Lady of the Angels. 
Nov. 15-16, 2008 St. Bartholomew's Church, Orford 
Jubilee Opera Production on the fiftieth anniversary of the premiere, in its 
original venue, conducted by one of Britten's proteges. 
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August 17-19, 2012 Belfast Zoo, Northern Ireland 
The Northern Ireland Opera produced Noye's Fludde at the zoo, and with 
the support of the KT Wong Foundation later toured the production to China. 
The first Britten opera performed in China. 
November 22-24, 2013 St. Margaret's Church, Lowes toft 
This Britten centennial production was mounted by Aldeburgh Music, the 
successor to the Aldeburgh Festival. Performed in Britten's birthplace, conducted 
by Paul Kildea, and broadcast live on BBC Radio 3. 
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APPENDIXD: 
BRITTEN COMPOSITIONS REFERENCED IN THIS STUDY 
Whenever possible, the descriptors are those found on the title page of each work. Thus 
the ordering of information is variable. 
Albert Herring, op. 39, a comic opera in three acts. London: Boosey & Hawkes, 
1948. 
AMDG: Ad Majorem Dei Gloriam (1939). Seven settings of Gerald Manley Hopkins 
for unaccompanied voices. London: Faber Music, 1989. 
A Boy was Born. Oxford: Oxford University Press, 1935. Revised 1958. 
The Beggar's Opera, op. 43. Realized from the original airs of John Gay's ballad 
opera (1728). London: Boosey & Hawkes, 1997. 
Billy Budd, op. 50, an opera in two acts (revised 1961). London: Boosey & 
Hawkes, 1977. 
The Building of the House: Overture With or Without Chorus, op. 79. London: 
Faber Music, 1968. 
The Burning Fiery Furnace, op. 77. Second of the Parables for Church Performance. 
London: Faber Music, 1983. 
Canadian Carnival, op. 19. London: Boosey & Hawkes, 1948. 
Canticle II: Abraham and Isaac, op. 51, for alto, tenor, and piano. London: Boosey & 
Hawkes, 1953. 
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Canticle V: The Death of Saint Narcissus, op. 89, for tenor and harp. London: Faber 
Music, 1976. 
A Ceremony of Carols, op. 28, for treble voices and harp (or piano). London: 
Boosey & Hawkes, 1943. 
Children's Crusade, op. 82. A ballad for children's voices and orchestra. London: 
Faber Music, 1973. 
The Company of Heaven (1931). Cantata for speaker(s), soprano solo, tenor solo, 
chorus (SATB), timpani, organ, and strings. London: Faber Music, 1991. 
Concerto for Piano and Orchestra, op. 13 (revised 1945). London: Boosey & 
Hawkes, 1967. 
Concerto for Violin and Orchestra, op. 15 (revised 1950). London: Boosey & 
Hawkes, 1965. 
Curlew River, a Parable for Church Performance, op. 71. London: Faber Music, 
1983. 
Death in Venice, op. 88. An opera in two acts. London: Faber Music, 1974. 
Diversions, op. 21, for piano (left hand) and orchestra (revised 1951). London: 
Boosey & Hawkes, 1988. 
Folksong Arrangements, vol. 1: The British Isles (including "The Ash Grove"). 
London: Boosey & Hawkes, 2000. 
Friday Afternoons, op. 7. London: Boosey & Hawkes, 1936. 
Gloriana, op. 53. An opera in three acts (revised 1966). London: Boosey & 
Hawkes, 1990. 
The Golden Vanity, op. 78. A vaudeville for boys and piano, after the old English 
ballad. London: Faber Music, 1967. 
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Hymn to St. Cecilia, op. 27, for unaccompanied chorus. London: Boosey & 
Hawkes, 1942. 
A Hymn to the Virgin, for unaccompanied double chorus (revised 1934). Oxford: 
Oxford University Press, 1935. 
The King's Stamp. Incidental music for the GPO film is available on the CD Britten 
on Film. London: NMC, 2007. 
Les Illuminations, op. 18, for tenor or soprano voice and string orchestra. London: 
Boosey & Hawkes, 1944. 
The Little Sweep, op. 45. The opera from Let's Make an Opera, an entertainment for 
young people. London: Boosey & Hawkes, 1967. 
A Midsummer Night's Dream, op. 64. An opera in three acts. London: Boosey & 
Hawkes, 1961. 
Missa Brevis in D, op. 63, for boys' voices and organ. London: Boosey & Hawkes, 
1959. 
Paul Bunyan, op. 17. An operetta in two acts and a prologue. London: Faber 
Music, 197 4. 
Peter Grimes, op. 33. An opera in three acts and a prologue. London: Boosey & 
Hawkes, 1945. 
Phaedra, op. 93, dramatic cantata for mezzo-soprano and small orchestra. 
London: Faber Music. 1996. 
Phantasy quartet, op. 2, for oboe, violin, viola, and violoncello. London: Faber 
Music, 1983. 
The Prince of the Pagodas, op. 57: a ballet in three acts. London: Boosey & Hawkes, 
1989. 
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Psalm 150, op. 67. For two-part children's voices and instruments. London: 
Boosey & Hawkes, 1963. 
Quatre chanson fram;aise, for high voice and orchestra. London: Faber Music, 1983. 
The Rape of Lucretia, an opera in two acts (revised edition). London: Boosey & 
Hawkes, 1949. 
Rejoice in the Lamb, Festival Cantata, op. 30. London: Boosey & Hawkes, 1943. 
Sacred and Profane, Eight Medieval Lyrics for Unaccompanied Voices, op. 91. 
London: Faber Music, 1977. 
Saint Nicolas: a cantata for tenor solo, mixed chorus, piano duet, strings, 
,percussion, and organ, op. 42. London: Boosey & Hawkes, 1949. 
Serenade for tenor solo, horn, and strings. London: Boosey & Hawkes, 1944. 
Seven Sonnets of Michelangelo, for tenor and piano, op. 22. London: Boosey & 
Hawkes, 1943. 
Simple Symphony: for string orchestra (or string quartet). London: Oxford 
University Press, 1934. 
Sinfonia da Requiem, op. 20. London: Boosey & Hawkes, 1942. 
Sinfonietta, op. 1, for woodwinds, horns, and strings. London: Boosey & Hawkes, 
1935. 
Spring Symphony. For soprano, alto, and tenor soli, mixed chorus, boys' choir, 
and orchestra. London: Boosey & Hawkes, 1966. 
String Quartet no. 3, op. 94. London: Faber Music, 1978. 
Symphony for Cello and Orchestra, op. 68. London: Boosey & Hawkes, 1964. 
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The Turn of the Screw: an opera in a prologue and two acts, op. 45. London: 
Boosey & Hawkes, 1966. 
Variations on a Theme of Frank Bridge, for string orchestra, op. 10. London: 
Boosey & Hawkes, 1938. 
War Requiem, op. 66. London: Boosey & Hawkes, 1997. 
Welcome Ode: For Young People's Chorus and Orchestra, op. 95. London: Faber 
Music, 1977. 
Young Apollo, for piano, string quartet, and string orchestra, op. 16. London: 
Faber Music, 1982. 
The Young Person's Guide to the Orchestra: Variations and Fugue on a Theme of 
Purcell, op. 34. London: Boosey & Hawkes, 1947. 
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